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FOREWORD. 


The Seventh Annualofthe Samskrita Ranga is placed before 


| the public, interested in the arts such as dance, drama and music, 
| Since 1958, November 1601, the date of its founding, there have been 
| sufficient evidences of activities for the promotion of the arts, parti- 


cularly drama, owing to the incessant efforts of the much-mourned 
scholar and writer, the late Dr. V. Raghavan. - This volume of more 
than a hundred and sixty pages contains material of such kind.as 
would absorb the attention of lovers of Sanskrit and arts. Articles, 


| Notes and News items fill these pages with the addenda of appre- 
| ciations of the work of the Ranga. . — ^. TT NL 


One of the objects of the Body is to produce plays, especially 


| in Sanskrit, of the classical ones such as of Kalidasa, Bhavabhüti, 
| Bhasa and others, along with new plays either of recent origin from 
| others or of the founder himself whose writings included many 


stageable dramas of full-length, one-act farces and playlets intended 
for the stage and the All-India Radio on occasions. ` 


If we turn to the publication of the Introduction sponsoring the 
drama ‘Anarkali’ produced by the Samskrita Ranga at the time of the 
International Sanskrit Conference, New Delhi, 1972, we learn a lot 
of the fecund writings of the founder as also his successful presenta- 
tion of famous plays such as the Malavikagnimitra, Malatimadhava, 
assisted by a group of talented lovers of Sanskrit. It was at the 
Kalidasa festival at Ujjain in 1958, when Dr. Raghavan was able to 
produce the play Malavikagnimitra which first won wide appreciation 
and proved the source of enthusiasm for the founding of the 
Samskrita Ranga itself. According to Dr. Raghavan Sanskrit spoken 
on the stage would by itself create an atmosphere favourable for 
learning the language as well as familiarising the audience to the 
production of plays in Sanskrit, which easily reveal how much of an 
ensemble of all fine arts such as music, dance, painting, and sculpture 
they could claim. One of the winning methods of propaganda 
also was inlaid in staging Sanskrit plays for the spread of both the 
language and its enviable literature. 
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It is one of the misfortunes of ours that some of the leading 
lights in the cultural fields pass away suddenly when the work 
undertaken. by them are yet to_reach their summation. Many allied 
programmes of the Ranga such as editing of Sanskrit dramas whose 
manuscripts have been unearthed only recently, new plays written for 
the first time to be staged and regular training in play-acting for the 
open stage, the Radio and the T. V., have been on the anvil for being 
shaped. 2c 


Tust on the eve of the completion of many of these items in the 
execution-stage they have been rendered rudderless by the death 
Dr. V. Raghavan. His vision of a bright future for the Sanskrit 
stage has also been dimmed due to his absence. It may not be easy 
to substitute such an amazingly diligent and unabating spirit in the 
pursuit of knowledge wedded to active implementation of ideas as 
that of Dr. Raghavan. Combining a fresh modern outlook with an 
. ardent devotion to our ancient wonderful culture, Dr. Raghavan 
served best the interests of the Samskrita Ranga by producing social 
plays, farces, one-act plays etc. whose purpose mainly rest on their 
proving effective stimulants to wider audiences for learning Sanskrit 
and plunging into the heritage of our culture, Stupendous work has 
been done by him singly often and on occasions with the co-operation 
of willing assistants. But to accomplish all that he was able to do, 
there will be perhaps none with the same zeal and industry. He will 
remain for long unique of his type of scholarship, There is no 


second to show the same energy and spirit - न राघवादन्य: | - 


2 May, 1979 : K. Chandrasekharan 
Madras. 
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pr. RAGHAVAN'S CONTRIBUTION TO DRAMA 
Dr. S. S. Janaki 


None ever thought that Dr. V. Raghavan would notlive to sec 
the completion of the Samskrita Ranga Annuel VII. But then the 
impossible thing did occur. At the end of a day's non-stop schedule 
of work he was comfortably laid to sleep in a most unexpected 
manner. This happened on 5th April, 1979. 


Dr. Raghavan was a giant among contemporary Sanskritists. 
He was a versatile scholar and has practically contributed to all 
branches of Sanskrit and Indian Studies. However, it is possible 
to say that Sanskrit Drama and Dramaturgy was one of his pet 
subjects. 


Dr. V. Raghavan has been interested in the production of plays 
from his early days; as a student of the Sanskrit Department of the 
Presidency College and the Secretary of its Sanskrit Association, he 
was responsible for the produ ction of three plays in that Association, 
the ‘Kundamala’ of Dhiranaga, the ‘Svapnavasavadatta’ of Bhasa and 
the ‘Abijnanagakuntala’ of Kalidasa. He had been very intimately 
associated with some of the distinguished actors of the Suguna 
Vilasa Sabha who had also taken leading parts in the Sanskrit plays 
at both the Suguna Vilasa Sabha and the Madras Samskrita Academy, 
notably Sri. S. Raghavacaharya who gave masterly expositions of 
the character of Sakara in the ‘Mricchakatika’ and Bhima in the 
‘Venisamhara’ and Sri S. Satyamurti 85 Maitreya in the 
‘Mricchakatika’ and Asvatthaman in the ‘Vepisamhara’. He had also 
spent a considerable time with one Sri Ramamurti Panthulu who 
was in the P. W. D. in those days and was a Very gifted mono-actor 
and gave effective rea dings of Acts from several Sanskrit dramas. 


Dr. V. Raghavan founded the Samskrita Ranga in Nov. 1958 for 
producing Samskrit plays, on the stage as well as on the radio, for 
research and publication in the field of Sanskrit drama, and for 
lectures and expositions relating to Sanskrit and allied theatre forms 
in India and South-East Asia. Upto date the Ranga bas produced 
19 plays, each unique in its own Way. ` 


CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


iv 


As one of those who had been closely associated with him in the 
Samskrita Ranga, I may say that we have had a rare opportunity 
to know from his directions and rehearsals, Sanskrit drama in its 
depths and its emotional possibility and acting potentiality. No 
doubt. he has expounded in his papers on Sanskrit Drama the 
highlights, technique and subtleties of the production according to 
the Natya Sastra, but it is in directing these plays for us that he has 
shown us the practical application of these principles. Of course 
owing to the limitations of funds and other resources it has not been 
possible for us to set up a large organisation and embark upon the 
perfection of this method of presentation in a complete form, as 
envisaged in the classical technique. But we have learnt a good deal 
of this technique and its aesthetics and while conceding to the 
prevailing notions and tastes of the drama-seeing public, we have 
embodied several ideas of this classical idiom. We have learnt also 
the practical implications of the theory of Rasa,of Sthayin and 
Saficarins, of how the dialogue of a master like Kalidasa cannot be 
meddled "with, without harming the principles of Rasa and how 
abridgment of his plays require great knowledge and skill, It had 
been pleasure to watch the precision and the neat, proper and 
attractive gestures of facial.or other physical expressions including 
the poses of the hands which we have watched him show with his 
mastery of the Natya Sastra, in the course of his direction. 


Noteworthy contribution has been made by Dr. V. Raghavan to 
the Theatre movement in the last five decades. He has written nearly 
2 hundred articles, in English and Tamil, expository and critical, on 
the theory and practice of Sanskrit drama, As a Member of the 
CentralSangeet Natak Akademi, he had been associated with the 
work of the National School of Drama ; he was a prominent partici- 
pant in the Drama Seminar organised by the Sangeet Natak Akademi; 
he has also been connected with the Bharatiya Natya Sangh, New 
Delki; and as President of the Madras Natya Sangh, he has placed 
its work on a permanent and well organised basis. When on tour 
abroad, Dr. V. Raghavan took the opportunit$ to visit drama 
institutions and meet leading people in the Theatre world. In 1974 
he participated in the International Conference on Samskrit Drama 
at the university of Hawaii, Honolulu, In his talks, papers and 
discussions, he has been continuously impressing upon modern 
actors, writers and producers, as wellas students of comparative 
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drama, the aesthetic value of the technique of ancient Indian drama, 
which he himse.f has expounded in a number of illuminating papers. 


He has brought to light some rare Sanskrit dramas lying in 
oblivion and in manuscripts. Some he has critically edited, for 
example, Sundararaja kavi's ‘Snushavijaya’, a modern Prahasana, 
and Bhatta Jayante's Agamadambara, the precursor of philosophical 
and allegorical plays in Sanskrit. Of some others he has given 
critical accounts, for example, the Prahasanas ‘Sahrdayananda’ 
‘Kuhanabhaikshava’ and ‘Somavalliyoginanda’ 


His exhaustive and detailed study of a large number of Sanskrit 
works in poetics and dramaturgy, both in manuscripts and in print 
has enabled him to reconstruct the plots of a dozen lost plays on the 
Ramiyaga-theme and three Prakaranas or social plays. 


For use on the All-India Radio, and on other special occasions 
he has written also short dramatic pieces, some of which. are elegant 
adaptations and creations based on celebrated classics, for example, 
*Ashadhasya prathamadivase’ and ‘Mahasveta’, built with ideas and 
expressions from the Meghaduta and the Kadambari. The ‘Punarun- 
mesha’ written and produced for the Song and Drama Division of 
the Ministry of Information and Broadcasting, New Delhi, 1960, is 
a playlet, depicting various aspects of the awakening of public 
awareness of the cultural treasures of the country, music, sculpture 
dance, iconography etc 


His ‘Vimukti’ is a farce in Sanskrit with philosophical allegory, 
depicting the yearning for liberation (Vimukti) of the Soul, which is 
overpowered by Maya, is caught up in matter and harassed by mind 
and senses. This idea is developed in and through the incidents of 
common happening in a miserable household, 

The ‘Prataparudravijaya’ or ‘Vidyanathavidambana’ is a parody 
in four Acts, on the exaggerated poetical conceits in the 14th 
century Alamkara work from Andhra, the Prataparudriya of 
Vidyanatha. 

The ‘Anarkali’ is an original play in ten Acts on the well-known 
romance of the prince Salim and the maid Anarkali. The emphasis 
in the drama is the synthesis and reconciliation in the fields of 
Religion, Philosophy, Arts etc. in the reign of Akbar. The play is also 
given a happy end, - 
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Also through translations, Dr. V.Raghavan has contributed to 


dramatic literature. His Sanskrit renderings oí Rabindranath 
Tagore's ‘Valmikipratibha’ and ‘Natipuja’, have elicited admiration 
from Sanskrit scholars of Bengal like Dr. S. K. Chatterji and Sri 
Srijiva Nyayatirtha as revealing ‘accuracy of idea, appreciation of 
the spirit of Bengali language, simplicity and melody.’ He has 
brought to the Tamil-knowing audience renderings in that language 


of Mahendra Vikrama's Bhagavadajjukiya, and Bhasa’s Diitavak ya, 
Madhyamavyayoga, and Diitaghatotkaca. 


Several scholars from India and abroad have studied topics 
related to Sanskrit and Classical Theatre. Some of them, with the 


subject of their study are: 


]. Mr. N. R. Subbanna, Sanskrit Department, Madras University - 


Kalidasa - Citations in works of Poetics, Dramaturgy etc 


(continuation of Harichand’s work) - 1964 ff. (The work has. 
been published by Meharchand Lacchmandas, Delhi. 1973). 


2. Smt. T. K. Kamalam - ‘Dagaripaka and Avaloka with the 


unpublished commentary of Bahurüpami$ra - Critical Edition 
and study’ - 1957-59. 


3. Dr. Murray Fowlar, Wisconsin, U. S. A. - ‘Natakalaksanaratna- 
084182 1952 - 3. 


4. J. R.A, Loman, Kern Institute, Leiden - Edition of Südraka's 
' Padmaprabhrtaka - 1955-56 (ptd. Amsterdam, 1956) 
5. Mr. Heinrich Titlebach, Hamburg - Dissertation on Bhagavada- 
jjukryam 
6. Dr. George Artola, Honolulu - ‘Sanskrit Prahasanas' - 1965 


1. Dr. G. H. Schokker, Leiden - "Padataditeka of Syamilaka' - 1564 
` (Part I. ptd. The Hague, 1966 ) 


$. Miss Anna Radicchi, Siena, Italy - ‘Malavikagnimitra Act गा, 
with special reference to Malavika's dance’ - 1964-65. 


9. Dr. Clifford Jones, Philadelphia - “South Indian Dance and 
Dance-drama' - 1964-65 


10. M. Christophar, Brysky, Polland - “Sanskrit Drama” - 1964-65. 


11. Peter Khoroche, S. O. A S. London - ‘Bhavabhiti’s Dramas’ - 
1972 
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12. Miss. Nadine Berardi, N. York (now at Bombay) - ‘Bharata’s 
Natya Sastra’ - 1976-79, 


The following is a list of his writings consisting of original 
plays in Sanskrit, editions from Manuscripts, expositions, brochures, 
articles etc. For detailed annotations of these, one could refer to 
«the Bibliography of the Books; Papers, and other Contributions of 
Dr. V. Raghavan” (The New Order Book Co., Ellis Bridge, 
Ahmedabad-6) released on the occasion of his Shashtyabdapurti in 
1968 and also the Appendix in “Sanskrit and-Indological Studies" 
(Dr. V. Raghavan Felicitation Volume)" (Motilal Banarsidas, 
Delhi i975). . 


I-Books, Original Plays, Playlets in 
Sanskrit 


1. RASALILA NAMA A musical playlet — First 
PREKSANAKAM :- published in 1945; republished 
by Samskrita Ranga 1963 - 
Produced on the A.LR. 

Madras. 


2. KAMASUDDHI :- A one-act play on the con- 
cept of Love in Kumarasam- 
bhava - Pub. in Amrtavani, 
Bangalore 1946; in C. S. Aiyar 
Commemoration Vol. Part II 
1945 and in Samskrita Ranga 
Annual III 1963. - played with 
Music on the A. I. R. 


3, PREKSANAKATRAYI ;- On Vijayanka, Vikatanitamba, 
Avantisundari - Three short 
one-act playlets. - Produced 
on the stage and A.I.R. 
Madras, 1956. 


4. LAKSMISVAYAMVARAM A playlet on the churning of 


MA PREKSANAKAM :- the ocean - Ptd. Samskrita 
NA SAN Ranga, Madras. 1959 - Produ- 


ced with music on A.T. R. 
Madras on 9-8-1959. 
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5. PUNARUNMESA :- A playlet - Ptd, Samskrita 
Ranga, Madras 1961. -Written 
and produced for the Song 
and Drama Division of the 


: j Ministry of Information and. 
Broadcasting, New Delhi 
1960. 


6. ASADHASYA PRATHAMADI- Two dramatic pieces. Sam- 
VASE AND MAH 4SVETA :- skrita Ranga, Madras 1961 - 
Presented on the A. I. R. 


7. VIMUKTI :- A farce in Sanskrit with a 
5 philosophical allegory - In 
Samskrita Pratibha IN. ii. 1964; 
also separately - Presented on 
the stage by the Samskrita 
Ranga on 1-12-1963. 


8. PRATAPARUDRAVIJAYA OR A parody on far-fetched con- 
VIDY ANATHAVIDAMBANA ceits in later-day poetry, 
especially in Prataparudriya 
of Vidyanatha -In Samskrita 
Pratibha VII. ii. 1969; also 
separately as a booklet - 

Punarvasu, Madras - 1969. 


9. ANARKALI: ` A ten-act play on the 
romance of Salim with the 
maid Anarkali - The Play has 
received awards from the 
Uttar Pradesh and Madhya 
Pradesh for the best creative 
s : writing - Staged by the Sam- 
skrita Ranga twice at Madras, 
and for the 3rd time at the 
First International Sanskrit 
i ` ` Conference at Delhi in 1972 - 
Ptd. Samskrita Ranga, 1972. 
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10. SNUSAVIJAYA :- 


11. VIBUDHAMOHANA OF 
HARIJIVANA MISRA .- 


12. AGAMADAMBARA OF 
JAYANTA BHATTA :- 


13. SRI BHOJARAJANKA OF 
SUNDARA-VIRARAGHU- 
DVAHA SURI. 


14. PALA DUMAN DANA OF 
HARIJIVANA MISRA :- 


One-act play by Sundararaja 
Kavi (20th Cent) Ed. with 
Introduction. - Pub. in 4 O.R. 
University of Madras. VII. 
1942-43 - and in Samskrita 
Ranga Annual VII. 1979 - Also 
produced on the stage by thc 
Samskrita Ranga, Madras. 


Ed. from Ms. of a Prahasana- 
Malayamiaruta Vol. 1. 196 . 


Critical ed. of the play on the 
basis of two Mss; the play 
by Jayanta of the 1001 cen- 
tury is the precursor of 
philosophical and allegorical 
plays in Sanskrit. - Mithila 
Institute, Darbhanga, 1969 


Ed. from Ms. of an Anka 
(a type of DaSartpaka), onc- 
act play. - Malayamaruta Vol. 
JI. 1971. 


Ed. from Ms. of a Prahasana 
= Malayamüruta 111 1973 


l-b. Translation 
15. THE NATAKALASAN ARATNA- English Translation of a 


KOSA OF SAGARANANDIN :- 


16. VALMIKIPRATIBHA :- ` 
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standard work on Sanskrit 
Drama (Jointly) - The Ameri- 
can Philosophical Society, 
Philadelphia. 1960. 


Sanskrit version of R. Tagore's 
Bengali Play — Samskrita 
Ravindram (Samskrita Pratibha 
Tagore Vol.) Sahitya Akademi, 
New Delhi. 1966 - Presented 
on A. I. R. 


. NATIPOJA :- 


. BHAGAVADAJJUKIYAM OF 


MAHENDRA VIKRAMA 
PALLAVA 


19. DUTAVAKYA OF BHASA :- 


20. 


21. 


22. 


` Sanskrit 


,Also in 


Version of R. 
Tagores Bengali Play — 
Samskrita Ravindram (Sams- 
krita Pratibhi Tagore Vol), 
Sahitya Akademi, Delhi. 1966. 
- Presented by the members 
of the Samskrita Ranga. 


Tamil Translation (Jointly) - 
Madras Natya Sangh. 1966 ; 
also in Samskrita Ranga 
Annual V. 1967. — Presented 
by the Madras Natya Sangh. 


Tamil Translation (Jointly) - 
Madras Natya Sangh 1966. 
Samskrita Ranga 
Annual V. 1967. 


'LC Exposition 


THE SOCIAL PLAY IN 
SANSKRIT :- 


LOVE IN THE POEMS AND 
PLAYS OF KALIDASA :- 


SOME OLD LOST 
RAMA PLAYS :- 


A connected account of the 
Social trend in Sanskrit 
Drama as opposed to the 
Heroic - Indian Institute of 
World Culture, Bangalore 4 
1952, 1966. 


The Indian Institute of 
World Culture, Bangalore. 
1955; also in Orient Review, 


Calcutta, 1956. — Lectures 
delivered in London and 
Bangalore. 


Collection of all citations and 
reconstruction of plays on 
Rama theme.  Annamalai 
University, 1961 — Lectures 
delivered at Annamalai 
University. s 
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23. THE COMIC ELEMENT IN Lectures delivered at the 
SANSKRIT LITERATURE :- University of Oxford in 1953 
and at the University of 

Chicago in 1964. 


24. SANSKRIT DRAMA, ITS A Collection of some of his 
PRODUCTION AND papers on Sanskrit Drama - 
AESTHETICS :- Munshiram Manoharlal, Delhi. 
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account of the four Vrttis - 
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Arabhati - J. of Oriental. 
Research VI. iv. 1932 ; VII. ii 
1933 ; VII ii. 1933. 


2. WRITERS QUOTED IN J.O. R. VI. ii 1932; VI iii. 
ABHINAVABHARATI 1932. 


3. THEATRE ARCHITECTURE IN A detailed account of the 


ANCIENT INDIA three types of Theatre as 
described by Bharata - Triveni 


IV vi. 1931; V. iv. 1933, VI i. 


1933. 
4. HINDU THEATRE Indan Historical Quartarly 
IX. iv. 1933. 
5. A NOTE ON THE NAME J. 0. R. शा, 1933. pp. 
DASARUPAKA 271-90. 
6. NATYA DHARMI AND On Idealism and Realism of 
LOKA DHARMI Bharata’s stage - J. O. R. VII. 


1933; pp. VIII. 1934. 


7. NOTE ON ABHINAVAGUPTA'S J. O. R VII. 1934 
POLYMATHY 
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KUNDAMALA ® 
Sri K. Chandrasekharan 


In the long roll of Sanskrit dramas, Kundamald (Jasmine 
Garland) is an enduring play of great charm and stage-worthi- 
ness. Its theme in taken from the Uttara .Kanda of Valmiki 
Ramayana. The episode of Sita's banishment to the forest and 
her return to and reconciliation with Rama is presented with 
artistic skill and dramatic verve. Diünaga is supposed to be its 
author and he is placed in the 6th century A.D. by scholars. 
The earliest mention of the play by orientalists like 
H. H. Wilson was in 1835. A.B. Keith has referred to its 
existence but deemed it to have been lost. 


In 1923, Sri S. K. Ramanatha Sastri and Sri Ramakrishna 
Kavi of the Search Department of the Oriental Manuscripts 
Library, Madras, discovered its manuscript and published it 
with chaya for the Prakrit passages. A commentary of the play 
was later added in 1929 by Sri Jayachandra Sastri. In 1964 
Dr. Kali Kumar Datta of Calcutta, inan elaborate discussion 
in his thesis for doctorate, has veered to the view that the 
name Diùnāga is the more probable one than Dhiranaga or 
Viraniga. 


Anyhow the play is the thing, and any lover of the drama 
will unhesitatingly enjoy the unfolding of various incidents and 
situations within its six Acts of uneven lengths, of which the 
first and the concluding ones happen to be the most enjoyable 
from the point of intensity of pathos and sublimity respectively. 


It was A. G. Gardiner who wrote: ““Itisthe art of the 
great dramatist who, with a significant word, shakes the soul". 
Diiniga introduces us, as the curtain is lifted, to a scene and 
dialogue between Laksmana and Sita, wherein the impending 

* Based on a lecture delivered at the Samskrita Academy, 


March, 1973, 
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fate of Sita to be abandoned alone in the wilderness receives a 
deepening sense of its direness from a single sentence in the 
mouth of Sita. 


वत्स लक्ष्मण, अतित्रवृतततुरङ्गमवेगकम्पितदेहा न पारयामि स्थातुं, कि 
पुनरवतरितुम्‌ । 


‘Dear Laksmana, the speed of the horses has shaken my 
body much. I am not able evento stand; how then to get 
down from the chariot? No more words are needed to instil 
in our hearts, how in her enciente condition she could hardly 
stand the effect of the decree of her fate of banishment. Thc 
pain that pierces our hearts at the prospective severity of fate's 
stroke on her is sufficient to sustain with power the growing 
interest in the succeeding incidents of the following Acts. 


Laksmana breaks to her the cruel message of Rama. If 
in Valmiki Lakgmaga says to himself श्रयो हि मे मरणं (to die is 
indeed worthier for me), Dirinaga adds vividness to the same 
feeling when he puts in the mouth of Laksmana the words : 


आयाँ खहस्तेन वने विमोक्तुं श्रोतुं च तस्याः परिदेवितानि | 
सुखेन ळङ्कासमरे हृतं मामजीवयन्मारुतिरात्तवैरः || 


“ How I wish J had not been revived to life by Hanuman 
in the battle-field in Lanka, if only to have avoided the tragic 
situation in which I have myself to leave Sita in the 
wilderness and listen to her heart-rending lamentations! ” 


There is a self-condemnatory verse which, otherwise also, 


for its suggestion of the unity ofall life, has its source of 
inspiration in K&lid&sa. 


एते रुदन्ति हरिणा हरित ன 
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wa यजन्ति शिखिनोऽपि विलोक्य देवीं 
तियगगता वरममी न परं मनुष्याः ॥ 


** These deer leave the green grass in sorrow; the swans cry 
in grief; the peacocks cease their dancing, witnessingthe fate 
of the lady ; even insentient beings are better'than we, the 
humans". Kalidasa's verse in the Sakuntala, referring to the 
deer leaving the grass in their mouths unchewed, the peacocks 
leaving their dances, the plants around dropping like tears their 
dry leaves, all reminding people of the hermitage of their 
sadness at Sakuntala’s departure from them, finds its parallel 
here. 

The sage Valmiki then appears on the scene and the 
ensuing conversation between the two compels our attention by 
the fact that both Valmiki and Sita say things without recogni. 
sing each other. i 


^ 


The sage asks: 
` घर्मेण जितसंग्रामे रामे शासति मेदिनीम्‌ | 
कथ्यतां कथ्यतां वत्से विपदेषा कुतस्तव || 
«When Rama rules the land after winning the battle fought 
with righteousness, tell me, tell me, dear lady, how has this 
happened ? °° 
Sits with derision inlaid, replies significantly: तत एव 
पूर्णचन्दान्मेडशनिपात: ` (Exactly has the thunder struck me from 
that effulgent moon himself). ` : 


In the next Act, Sita is found in the hermitage of Valmiki 
surrounded by: some of the hermitage-dwellers, who get 
solicitous in trying to assuage Sita's sorrow by consoling words. 
A very suggestive sentiment escapes Sita's mouth when she says 
to herself, that ‘one’s grief only increases with attempts at 


consolation.’ 


ete >s qud 
००० TT शोको बते | 
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Diánaga findsan echo in Oliv:r Goldsmith's pregnant 
observation in his Vicar of Wakefield, namely, ‘Premature 
consolation is but the remembrancer of sorrow’. 


The jasmine garland which is the pivot of the play, 15 
introduced in the third Act when Rama notices a 
beautifully woven jasmine wreath floating on the waves of the 
river and suspects it on examination to be the handiwork of the 
queen of his own heart. The object associated with his lost 
queen revives forcibly in Rama all associations of his relation- 
ship with her. Remorse surges in him and he pours out in 
plaintive words to Laksmana how none other than Sita could 
have executed such afine wreath, and that she must be alive, 
The thought of separation from her immerses him in deeper 
anguish, 


The oriental imagination loves to dwell with fondness on 
such objects of personal belonging and hence there is a glowing 
tribute of Rama to Sita’s great accomplishments in preparing 
garlands and other artistic things. Tagore in his one - act 
play Chitra introduces a similar situation wherein Arjuna, 
watching Chitra weave a flower garland, admires her with the 
words, “Skill and grace, the twin brother and sister, are 
dancing playfully on your finger-tips". Thus a small flower- 
garland becomes the immediate cause of Rama’s search for his 
queen, whom he had banished for an unjustifiable reason. 


Next, Sita comes on the scene unseen by Rama and listens 
to his words of extreme affliction at his own separation from 
her, which really pours the soothing balm into her lacerated 
heart. Then follow interesting incidents when Sitz, covering 
herself in a garment, which has the power to make her unseen, 
enabling her at the same time to observe every thing outside, 
approaches Rama and receives the great comfort, born of 
knowing that her lord and husband had not really forsaken 
her and that he wasas much crushed by the separation from 

००१) & vend, her, படலம்‌ ப him, ARATE. 


ituation, when Rama sees her reflection in the waters but is 
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unable to realise any thing more than snatch the hem of the 
garment worn by Sita, contributes all the more to the irony of 
the situation. 


A Vidigaka is also introduced in the play as a kind of 
a companion to Rama in distress, and he indulges in such diver- 


sions as are helpful to create a moment of easing the tension 
of the play. 


The following two Acts are tense with Rama's meeting 
with his twin sons, who, unaware of his being their father, 
talk with such candour and innocence as to engage us wholly 
with the playwright's capacity to present child psychology in 
rich abundance. Questions are asked by Rama as to their 
parentage and their answers fill us with delight at the way 
they are harmless in appearance but at the same time disturbing 
Rama with vague suspicions of his own folly in having acted 
cruelly towards Sita. 


T- किंनामघेयो adis: ? What is the name of your Guru? 
कु - ननु भगवान्‌ वाल्मीकिः | Yes, Bhagavan Valmiki. 

रा - केन संवन्धेन ? In what relationship ? 

$- उपनयनोपदेशेन | By initiation of us into Upanayana. 


रा - अहमत्रमवतोः शरीरस्य धातारं fat वेदितुमिच्छामि | 1 wish to 


know the actual begetter of your physical 
persons. 


कु - न हि जानाम्यस्य नामधेयं, न कश्चिदस्मिन्तपोवने तस्य नाम 


ब्याहरति | Ido not know his name, for,- people here 
would never mention him by name. 


रा - अहो माहात्यम्‌ | What an honour ! 
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रा - कथ्यताम्‌ | Tell me, please. 
१ - निरनुक्रोशो नाम | ‘Heartless one’ is his name. 
रा - Al GE नामघेयम्‌ | Strange name indeed ! 
विदूषकः - निरनुक्रोश इति क एवं भणति? Who addresses him 


asa heartless one ? 
१ _ अम्बा | Mother. 


In this way the conversation between Rama and his twin 
children proceeds , making us forget inthe enjoyment of their 
lisping , the poignancy with which Rama should have received 
their words of chiding indirectly of his own behaviour towards 
their mother. 


The dialogue throughout is never tedious but couched in 
simple and elegant language, rich with suggestive points for the 
Sahrdaya to entertain without feeling any sophistication of art. 
No doubt there are no occasions for profound or sweeping 
observations of life as in Bhavabhuti or Kalidasa; but 
the playwright is wary enough not to tax our imagination too 
much or to be superficially witty. Yet, we cannot pass without 
noticing that wherever possible, he has shown that the art of 
drama must be so conceived as to engross the audience without 
flagging in interest either in the progress of the plot or the 
naturalness of the speeches of the characters. 


The last Act is the climax of the sequences. We have a 
number of characters crowding in because of the scene being 
the king’s court where the royal personages like the queen- 
mothers, ministers and others, will be gathering. Especially 
when there was to be a full recitation of the Ramayana by two 
gifted youngsters of rare quality of music, it is natural for all to 
be drawn in with unfailing attention. As the narration in the 


musical genderin progressing and the stage of Kaikeyi’s 
mand of the Wo booms from. Badaratha reaches, REI M 
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the sensitive perception of the forthcoming events to be likely 
tocause embarrassment to his step-mother who was in the 
audience, tries to divert the attention to something more 
exciting to hear. So,he asksthe boysto stop, and start from 
where Ravana lifts Sita to Laika. But the very attempt to 
help Kaikeyi from a delicate situation proves to Rama in his 
turn to feel embarrassment, because the songsters narrate 3 
*With the drift of time, hearing of the bewitching beauty of Sita 
from Surpanakha, Ravana removed Sita physically from the 
place but could not remove a bit of her chastity.' 


कालेन रूपसौन्दयै என शूपणखामुखात्‌ | 
जहार देहर सीताया: न चारित्र दशाननः || 


Here the poet makes Laksmana look significantly at Rama, 
which indeed speaks volumes of his disapproval of his brother’s 
unforgivable act in banishing Sita to the forest. Instead of 
many words, the art of the playwright has achieved in one 
single look what could not be so effectively accomplished by 
any number of words. 


Then occurs a suspense for Rama when the song abruptly 
ends with the verse: 
सीतां निजनसंपाते चण्डरवापदसंकुले | 
परित्यज्य महारण्ये लक्ष्मणोऽपि எண்‌ | 
“Laksmana too returned after leaving Sita in the big forest, 


where only wild animals and no human beings could he seen 
about. Not satisfied with that the twin musicians proceed to 


add: 
ततः प्राणैः परित्यक्ता निराशा जनकात्मजा | 
अग्रियारव्यानभीतेन कविना संहृता कथा ॥ 


«Afterwards alone and forlorn, the daughter of Janaka gave 
up evidently her life, and the sage Valmiki, fearing a bad ending, 
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foreborings of bad news for Rama, Kanva, a hermit of the 
place, further takes the audience to the event of Valmiki's 
succour given to Sita and her giving birth later to the twins, 
Kuéa and Lava. Allthe time thetwins are not aware of their 
own identity with the twins who were Rama's progeny. Kanva 
reveals their origin and Rama, astounded at the glad news, 
falls into a swoon; the two boys are equally affected by the 
news of their parentage. There is confusion born of over- 
wrought feelings. Then enters Valmiki with Sita and a general 
sigh of relief emerges with the recognition of everyone 
concerned in his or her true self. 


In order to intensify the eagerness of Rama, the play- 
wright has devised a situation for Rama to imagine from Sita’s 
asking of the children who the person was who thus embraced 
them etc., that Sita appeared a bit callous towards him and so 
he exclaims: “What an indifference in Vaidehi! She does not 
even smile at me after having been separated from me so long!” 


अहो! औदासीन्य वैदेह्याः என்‌ चिरकाळोपनतमस्मत्सनिधाने 
मुखविकासेनापि न संभावयति । 


Valmiki is roused to anger at this and he rebukes Rama 
to his face for his cruelty in abandoning Sita in sheer fear of 
people’s criticism. Rama is overpowered by shame. Sita is 
full of sympathy for Rama, for, she deplores the occasion, 
which had placed Rama in such an awkward position, as 
due to her own ill-luck. In the Valmiki Ramayana 
there is no similar incident of Valmiki accusing Rama of 
cowardice. But the poet here, to heighten the further recon- 
ciliation between Rama and Sita, has created this tense 
situation which does not look even a bit unnatural. The goddess 
of Earth appears on the scene to bless her daughter, Sita, and 
after she has left with her words of assurance to the assembled 
crowd of Sita’s purity, Rama makes up his mind to crown his 
son Kuga, the elder of the twins, as Maharaja. The Abhigeka 
८८-०९ i n perfor RR himself. Kuša in his 
C dram a ப eon Diese By onan crat epi e isa 
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crowned as Yuvaraja. The presence of the goddess of Earth 
and the words of blessing of the sage Valmiki contribute to the 


lifting of the atmosphere to onc of holiness pervading the 
entire scene. 


May be the dramatist has not been original in selecting the 
episode from the famous epic, but he has chosen to enrich the 
swaying Rasa by the introduction of such incidents as have 
produced a very aesthetically consummate work of lasting 
literary merit. Anybody else could have robbed the great 
tragedy of Sita by unwanted incureions of situations and . 
incidents into the play that would have left nothing for us to 
ponder over about the majesty of Sita’s sorrow. When handling 
great themes of established renown and beauty, especially from 
the epics Ramayana and Mahabharata, later poets should have 
the restraint and imagination to lead the sequences of events in 
away that would not do violence to the spirit of the ancient 
themes. Anandavardhana has not said in vain that the 
Ramayana and other great themes have an established source 
of rich sentiment (Rasa) in them ; when therefore, new poets try 
to deal with subjects taken from them and try to work upon 
them according to their own imagination, the result should 
never mar the ancient theme’s significance in any way. 


सन्ति सिद्दरसप्रख्या ये च रामायणादयः | 
कथाश्रया न तैयोज्या स्वेच्छा रसविरोषिनी || 


` CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


TWO FARCES FROM EAST INDIA : 
HASYARNAVA AND DHURTASAMAGAMA 


Dr. S. S. Janaki 


The two prahasanas studied here are the Hasyaruava of 
Jagadigvara Tarkalankara Bhattacarya from Bengal and the 
Dhürtasamagama ofthe famous Maithila writer, Jyotiri$vara 
Kavigekhara. Although both of them are available in 
print since the last quarter of the 19th century and are also 
known to students of Sanskrit literature through notices by 
scholars like Wilson, Levi and Keith, detailed study of 
either of them separately or together in comparison is 
not known up till now. Of them, the Hasyarnava, although 
chronologically later, is dealt with firs because it is more 
interesting dramatically. 


JAGADISVARA'S HASYARNAVA 


The Hasyarnava (Has.) or the Hasyamahargava as the 
colophon at the end of the IInd act callsit, has been printed 
thrice from Calcutta in 1835, 1872 (with meanings in Sanskrit 
of some words by Mahendranatha) and 1913 (with Bengali 
com. by Tarakanta Bhattacarya). The following account is 
based on a study of the 1872 edition. 


Nothing much is known about the author Jagadisvara 
from the play. He has the titles Mahamahopadhyaya and 
Tarkalamkara. The latter title, as well asthe facts that the 
printed editions are from Calcutta and that seven out of the 
available mss. are from the Asiatic Society, Bengal and the 
Sanskrit College, Calcutta would point to the Bengali proven- 
ance ofthe work. Moreover, one of the characters in the 
play is a certain Mahanindakadarya from the southern Radha 

E h pr fatte em 
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post-colophonic verse of a ms, at the Royal Asiatic Society 
(Descriptive Catalogue, R. A. S. B., Vol. IL. No. 5359). An 
incomplete ms. presented to the above society by Jones is 
said! to be in Bengali writing of the end of the 18th century. 
In the Catalogue of J.O. Printed Books (p. 1119, Vol. II. Pt. 
Y, Revised edn. 1951), the author of the play is considered the 
same as the famous Navyanyaya writer, Jagadigvara Tarkalath- 
kara of Navadvipa, son of Yadavacandra Vidyavagisa and 
pupil of Bhavananda and Ramabhadra Sarvabhauma. There 
is however no evidence forthis identification. There is also 
Jagadisa Tarkapaücanana, the author of a com. Rahasyapra- 
kasa on Mammata's Kavyaprakasa. The available single ms. 
of this commentary (L. 1651) is dated Saka 1579 or 1657 A. D. 
From the extracts given by Rajendralal Mitra, no other detail 
aboutthe authoris known except thatthe author was called 
Jagadiga Tarkapaiicanana, and that the ms. was copied by a 
student of the author himself. S.K. De® just says that the 
commentator on the Kavyaprakaga is different from the 
Navyanyaya writer. 


The Has. is a short farce in two acts and a brief notice of the 
same was first given by Wilson?. Like other prahasanas, the Has. 
too satirises people in diverse vocations, those of the priestly 
class in particular, The courtesans are no doubt brought into 
the picture. The play makes an interesting reading as the 
characters are well drawn and the incidents, well developed. 
Prakrt is spoken by women and low characters but-quite oftens 
they switch on to Sanskrit (e. g. see pp. 9, 27 and 34-6). 


The text preserved in the printed edition is reasonably good 
although there are instances where there are obvious mistakes 


1. P.37, The Catalogue of two collections of Sanskrit Mss. in I. O. 
Library. C. H. Tawney and F. W. Thomas, London, 1903. 

2. २,174, History of Sanskrit Poeticsr Vol. I. 1960 (2nd. edn.). 

3, P. 408, Theatre of the Hindus, Vol. II. (2nd, edn, 1835). 
With minor alterations, Wilson's account has been repeated by Levi, 
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(e. g. p. 3. 1. 6. Manojfianana for mano*; p. 14. 1. 6. varatamoh 
for varatanoh; p. 15. 1.2. asmakam for asmakam; and 
ற. 15. 1. 13. vilasakalapakalapa for vilasakalakalapa) or where 
the meaning is not clear (e.g. p. 6. 1. 7; p. 39. 1. 10). The 
verse-and prose-portions are not distinguished but forthe sake 
of convenience, the verses have been numbered by the writer 
while going through the text, and these numbers are referred to 
here. Asis usual with texts printed from Bengal, there isa 
confusion between the palatal š, the retroflex s and the dental s. 
The compounded and uncompounded words are not distingui- 
shed either. Sanskrit chaya for the Prakrt passages is given. 


The play is said to have been staged ata spring festival 
but there is no indication in the Prastavana as to where exactly 
it was performed. After the usual descriptions of the vernal 
season by the  Sütradhüra and Nati, king Anayasindhu 
(Ocean of Misconduct) is inducted. 


*'In Anayasiddhu's kingdom, good conduct along 
with good men, being afraid of him have gone to 
the extremities of the quarters; here all people 
are attracted to other's property and married 
women are forcibly enjoyed.’ (v. 10) 


This splendid monarch, ruler of the city of Nirmaryada 
(Devoid of Norms) isarriving to call for an assembly and 
“the gathering of the assembly", is the subject-matter of the 
first act, called sabhanirnaya in the colophon. The uniqueness 
of this sabha will be known from the sequel. 


Enter in the act proper, king Anayasindhu with his attendant 
Ayatharthavadin (Speaker of Untruth). The king says to himself 
that since he was engrossed all the time in enjoying the 
company of women, he does not remember for how long he 
had no deliberation with his advisory council. The attendant 
complains that everything was topsy-turvy in the kingdom, For, 


M brace their own wives in preference 
CC-O. Prof. Satya Vrat Shasjri Collect Di d By Sidd 
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brahmins, the low-born cobble the shoes ; people 
shamelessly honour a brahmin while the Candala 
. is yet alive ". (v. 11) 


To make amends for this topsy-turvy state of affairs the 
king calls forth his minister Kumati (Evil Intellect) who, while 
entering, salutes the king by his left hand. At the king's 
remark that the council could not meet due to the lack of a 
suitable place for such a congregation, the smait minister 
comes out with the bright idea that the courtyard in the house 
of the bawd Bandhura (ihe Beautiful) that was nearby, would be 
an ideal place for the same, The king with his retinue quickly 
reaches the courtesan's house which is **a veritable consumma- 
tion of the merits accrued through visits to hundred holy places 
and which smells strong with fragrance of camphor, sandal 
paste and musk scent."  Surrounded by hundreds of 
paramours, Bandhura enters and greets the royal assemblage. 
At the instance of Bandhura, the paramours happily dance and 
sing in chorus, the glories of the vernal season. The king of 
rogues that he is, Anayasindhu realises fully that Bandhura 
was upto some mischief. To avoid falling into hertrap, he 
cleverly calls her “mother? and falls down at her feet. When 
she says that her daughter Mrgaikalekha (Moon's Digit) would 
confer her grace on him, the king is extremely satisfied. 


Enter Mrgankalekha, youthful, charming and bedecked, 
While the king is dazed at her dazzling charm Bandhura informs 
him that she was expecting every moment, the teacher 
Visvabhanda (Hypocrite of the Universe), to impart instructions 
to Mrgahkalekha on amatory art. This Visvabhandais no 
other than the king’s preceptor, who, 


“fasts during the day but eats meat at night; 
although possessed of matted hair, is after 
wanton women; achief of rogues, he puts on the 
ascetic robes and holds staff in his hand”. (v. 17) 


Enter then, Visvabhanda and his disciple Kalahankura 
cc-GStrifesmpngerhn The Jeacher enjoys the gorgeous beauty of th க 
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spring around, theexhilarating sweet music, the drum-beat, and 
the fragrant scent in the atmosphere coming out from Band- 
hura'shouse. On coming to know from the disciple that there 
isto be some function at the house of the courtesan, Visva- 
bhanda joyfully says: ‘Son, last year, we were invited by 
Bandhura for food. Now has arisen the opportunity.” It was 
said above that Bandhura was expecting the teacher at any 
time for teaching her daughter the kamasastra. Obviously 
now Visvabhanda has forgotten his mission, thus revealing his 
flippant nature. The teacher and the pupil reach shortly the 
courtyard of the courtesan’s house.  Bandhura offers 
Visvabhanda a broken seat. He gazingly looks at Mrgai- 
kalekha and says: 


“If only Iam able to hold the stout breasts 
of the deer-eyed lady, then I would have crossed 
the ocean of love”. (v. 20) 


Anayasindhu thinks to himself: “The Mahamahopadhyaya 
has secured the blessings of Bandhura who is worshipped by the 
host of bastards and he is seated next tome. Let me receive 
his blessings." So saying the kingfalls at the teacher's feet, 
Visvabhanda deputes Kalahaükura to pronounce blessings on 
the king. Sprinkling the latter's head with Dürva grass dipped 
in the narcotic drug bhang (Sakrasana) Kalahaikura blesses the 
king in Sanskrit : 


“May there be morbidity in your eyes 
(puspodaya); may your enemies, fear, disease, debt, 
sin, and evil ways and evil mind be on the 
increase !”. (v. 21) 


The curious king is informed by Visvabhanda that 
Kalahankura is, 


“a danger to his family, the causeway to all 
evils, the cause of all errors, capable of snatching 
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The teacher then turning to his pupil, gives him thel sound 
advice : ] 


* This Bandhura with drooping breasts, past 
youth, the repositary of ugliness, with lustureless 
eyes, and despiser of nights, is old. My boy, look 
at her like the plentiful, rain-bearing cloud." 
(v. 23) : 


At the instance of the teacher, Kalahañkura bows down at 
the feet of Bandhura. Meanwhile Visvabhanda has time to 
drink deep with his eyes, the youthful, enticing beauty of 
Mrgaükelekha. Bandhura then makes the timely remark that 
her daughter is ready to receive instruction from him on the 
amatory art, which elicits the apt reply from the smiling 
Visvabhanda that his lessons could be only in a private apartment. 
Somewhat irritated by these things about herself which were 
much to her dislike, Mrgankaleka asks her mother, who the 
decrepit man, looking like a old tiget with worn out limbs and 
annoving her shamelessly quite often, was. Kalahankura retorts 
angrily: “Vile lady, do not make my teacher an evil-doer. 
How dare you call him an old man,-he, whose eternal addiction 
to sensuous pleasures has taught the learned mortals the 
multitud of fetters that bind human beings in this worldly 
life?” 

The hag Bandhura, experienced as she is in matters of love, 
pacifies her youthful. angry daughter. “My dear," says she, 
‘you should not talk like this about Visvabhanda. Although 
aged, the respectable one, the teacher of scoundrels, is still the 
sun that blossoms the love-lotus.” On hearing this even 
Visvablanga is surprised at Bandhura, who, 


* despite her grey hair and eyebrows like kasa 
flowers, decrepit body and haggered looks, speaks 
words laden with love”. (v. 27) 

The immediate reaction of the teacher to these nice 


i i informs the kin 
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that Bandhura herself was under the spell of love-fever. 
At once the king summons the famous doctor Vyadhisindhu 
(Ocean of Diseases), son of Aturantaka (Death to the Sick). 
The father isa physician well versed in the texts of Caraka, 
Suégruta, Vagbhata and Nagarjuna ; the son is indeed unique in 
his prescriptions. 


`“ For cough he prescribes the smoke of chaff; 
fora violent attack of wind-trouble, absorption 
of sweat (svedabheda) or cool treatment; for indi- 
gestion, powdered meat; for phelgmatic troubles, 
non-stop drinking of water; for bile troubles, either 
gruel or trikatu (the aggregate of black and long 
pepper and ginger); for the morbid condition of 
the three humors (sannipata), bath in a water tub! 
Which human being, possessed as he is of a single 
mouth, be ever able to describe the merit of 
Vyadhisindhu’s treatment 2?” (v. 29) 


Enters the doctor, true to his name, 


“warding off with the end of his garment, the 
swarming flies that gather round his swoilen legs 
(due to elephantiasis), the oozing water wherefrom 
is sucked by a mass of cotton and deafening the 
quarters and the heavenly paths by the loud noise 
of his cough '*. (v. 30) 


He proudly announces himself that, 


“he is the repository of diseases and ill fame 
and by his treatment, even Markandeya succumbs 
to death immediately ". (v. 31) 


Vyadhisindhu bows down to the Mahamahopadhyaya 
Visvabhanda at whose instance, Kalahankura confers the 
blessings that the doctor, : 


E * be short-lived, have long-lived enemies, be 
C-O. Prof. Set fir edet fareler DIY HEY HOPS Gf re ந்தவ osha 


TWO FARCES: HASYARNAVA AND DHÜRTASAMAGAMA 17 


Taking the coloured rice and darya grass, and saying, 


“Om, death is a certainty for human beings, and 
life, dream-like. Knowing this, there need be no 
regrets” (v. 30), 


throws the rice with dürvà on all the people gathered there. 
Mahanindaka then asks Kalahankura his remuneration for 
having conducted the Kanyadana (marriage). Kalahankura gives 
a sweet ball (ladduka) made of bhang. The priest keeps the 
sweet on his head, repeats Om and gayatryai namah several 
times, leaves a part of the sweet on the ground, swallows the 
rest happily, and says : 


“May the delightful bhang that generates the 
desire for sexual enjoyment, increases the nectar- 
like speech and causes sensation to the eyes, be 
victorious! (v. 32) 


Then, turning to the aged teachers, Mahanindaka demands 
a present from them too! Both Visyabhanda and Madanandha 
tell the priest to wait for four years. ** If so, until then let this 
courtesan stay with me.” Saying thus, Mahanindaka takes 
Mrgāħkalekhā by hand and dances joyfully. The astrologer 
asks the priest if he wants anything more. Mahanindaka 
replies : 


* The beautiful, young courtesan, a delight to 
the people of the world has been secured. Having 
cheated the host of fraudulent knaves, all my 
wishes have been fulfilled. Now my intense 
desire is to go to the private chamber and enjoy. 
connubial bliss. " (v. 33) 


The prahasana now comes toa close with the colophon— 
iti hasyamaharnaya-nama-prahasanam samaptam, 


The Has. could be better appreciated-in the light of the 
Dhirtasamagama which, as will be seen presently, has 
influenced it, > PET 
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JYOTIRISVARA'S DHURTASAMAGAMA 


The Dhürtasamagama (Dhi), has appeared more than once 
in print, both from India and the West. Strangely enough, 
it has attracted more scholars in the West than in this 
country. Lassen first edited it in his Anthologia Sanscritica 
(with Latin annotations, Bonn, 1838 pp. 66-96, 116-30; 
text only 1868 edn.) followed by Cappeller! (with Has., 
lithograph edn., 1883). It has been rendered into French 
(Paris, 1855?) and Italian (Milan, 1874) even in the 19th 
century’. In India, itis known to have been printed from 
Bombay and Calcutta. More recently Dr. Jayakanta Mishra 
has edited’ the Maithili version of the play and has given 
the text in Lassen’s edn. in an Appendix. The following study 
is based on Lassen’s edn. The text here is well preserved. 
Only the verses are not numbered and there is a confusion 
between s’, ३, and s. Prakrt is spoken by low characters and 
women, who often change over to Sanskrit (e.g. pp. 76-7, 80, 85). 
The edn. gives Sanskrit chaya for Prakrt portions. 


The author Jyotirigvara, also called Jotika (in the Maithili 
Dhi.) and with the title Kavigekharacarya is well known’ as 
the originator of Maithili literature, his Varnaratnakara (Bib. 
Ind. 262) and the Dhü. being the earliest specimens of 
Maithili literature. Of his Sanskrit works, viz. the Dhi., 
Paficasayaka and Rangasekhara (both the last-mentioned on the 
science of erotics), it is only Dhi. that gives much information 
aboutthe author. Inthe Prastavana to this play, Jyotiri$vara 
describes himself as the grandson of Rameévara and son of 
Dhireévara. From the descriptive epithet Mahisasanasreuise- 


4, Dr. S. K. Chatterji, p. xv. Introduction to Fargaratnákara 
Dib. [nd. 262. 


5. P. 776, 1.0. २६०. Bks. Vol. II. Pt. I. Revised edn. 


6. Maithili Sahitya Samiti Granthamala 6, Allahabad 2, 1960 (Title, 
Maithili Dha.) 


7. Dr. Jayakanta Mishra, p. 119, History of Maithili Literatures 
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khara-srimatpallijanmabhamina found in a ms. in the Nepal 
Durbar Library Mm. Hara Prasad Sastri? maintained that 
Jyotiridvara “ belonged to the clanof Mahigasana and he was 
the lord of the village named Pallijanma.’ In Lassen's edn. 
and the Bodleian ms. ‘{rimat’ is. read as ‘bhramat’ and 
*Mahisasana' as Maha°. More probably the epithet means that 
Jyotirigvara was born in a village named - palli, the first part 
of the name of the village (palli) being doubtful and that he 
received royal honours. 

He is an ‘ abhinavabharata’ having attained much profici- 
ency in music,a necklace to Goddess Sarasvati due to his 
mastery in Sanskrit and vernaculars, an ardent devotee of Lord 
Siva and well versed in Vedas and Philosophy. He was in the 
court of Harasirnha (1296 - 1324 A. D.) and was highly 
honoured by him. This Harasithha came in the line of kings 
descended from Nanyadeva, who went there from Karpata in 
South India. The Dhū. describes the king as, “the crest jewel 
of the Karnatas,'* and a destroyer of the armies of the Sultan. 
(v. 3) 

The Sultan referred to here has been identified ० with 
Ghiyasuddin: Tughlak who, in 1324 A.D., marched from Delhi 
towards Bengal through Tirhut. It is evident then that the Dhi. 
was composed after 1324 A.D 

Jyotirigvara has, according to the Prastavana, also 
worshipped gods, brahmans, and poets and bestowed gifts on 
many deserving people (v. 6). He also says that he has 


** composed in a single day, hundreds of verses 
out of his own impulses, rich in sabda and 
- arthalarhkaras, is known amongst royal circles as 
the store-house of all arts, especially music. °° 


(v. 7) 


8. P. xxxvii, Preface to the Catalogue of Durbar Library Mss., 


Calcutta, 1905 
. 9. Jayakanta Mishra. p. 32, History of Maithili Literature; vol. I. 
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The Dhii. too was composed for his own satisfaction. 


. . After these elaborate details about the author, the prologue 
sings of the spring season and also introduces the ascetic 
Wisyanagara (One to whom the whole world is his native town), 


* with staff and kamandalu in his hands, his 
forehead filled with the decorative ürdhvapundra 
mark, a veritable lust in motion, and his flying 

. ascetic robes giving him a special charm.” 
` (v, 11) 


Moreover he, 


«js spoken of amongst people as a celibate due 
to some compulsory circumstance but is devoid of 
dharma and proper conduct; he sports with harlots, 
and despite his thick and long ardhvapundra, 
staff and kamandalu, is indeed a man of extreme 
fraudulence.” (v. 12) 


In the scene proper Visvanagara enters, followed by his 
disciple Duracaral! (Bad conduct). Says the teacher: 


“I ever contemplate the exalted Visnu, the 
ageless, the primordeal Being, known only through 
superior knowledge, who is inside the lotus of the 
-heart, beyond qualities and the mundane universe 
the lord of the three worlds who is meditated 
upon by sages.” (v. 13) 


The disciple is engaged in observing and appreciating the 
natural surroundings rich and beautiful due to the advent of 
spring, The atmosphere is alsoa reminder to him. of life’s 
enjoyment, and with this thought in his mind, he looks some- 


11. This name of the student occurs twice in the text (np. 72, 93) 
E- and in. all the Sur laces, he is referred to maa, as ‘snataka’, This 
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what perturbed. Visvanagara finds out the inner working in the 
mind of Duracara and asks him the cause of his mental agitation. 
The pupil replies that in the early hours of the morning he saw 
the courtesan Anangasena, more beautiful than the celestial 
women, near a pond, Since then he has been seeing her all 
around, 


“So has it been with me too,” replies the teacher, “I saw at 
the same time, and in the very place, the procuress Suratapriyd 
(Fond of amorous pleasure), who is a masopavasini (‘One who 
fasts a whole month’). Since then, I feel as if my heart is 
pierced by Cupid's arrows. For, . 


“She appears to me, as though drawn in the 
sky, or fastened to the quarters of the sky, and 
as if spread all over, reflected in ‘my eyes and 
united and bound with my mind. Ido not know 
where my beloved, the abode of coquetish 
movements, the she-bee, delighting with exceeding 
feeling in my lotus-heart; is at present." (v. 17) 


Since itis noon by now, Visvanagara says that they can 
approach some householder for alms. Duracara finds in front 
a certain rich man’s house, the quadrangles in which are full 
of posts to which buffaloes are tied, (mahigi-stambha-sobha= 
mana-catussalam), where young calves are moving here and 
there, and where maids with heavy breasts are moving about 
leisurely. The pupil asks the citizens whose house it is. He 
hears a reply from behind ; 


`e This is the house of him who is famous as one 

* whose name should not be uttered * (or one *whose 
name (itself) is objectionable) (agrahyanama) and 
whose enjoyment of all pleasures is obstructed by 
his pre-occupation with financial affairs (Laksmi- 

; yivartarasavighnitasarvabhogali) and who has lost 


his sleep because of the monies he has to spend 
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Repeatedly the pupil asks the name of the owner of the 
house but still he gets the same answer as above. Visvanagara 
says— “Why do you persist in knowing the name? Or, let it be 
anything, listen. This is the asrama of Mytangara (the Cold 
Coal) Thakkura. Don’t delay, let us go in.” 


Enter Mrtaigara, shabbily dressed and saying, 


“ Even if Kubera tends to be prodigal, he indeed 
becomes penniless. Rich men can give up even 
life, but not money to the supplicants.” (v. 20) 


Duracara informs Mrtañgara that the respectable Visyana- 
gara has come to his house for alms. “Alas!” cries out Mrtan- 
gara to himself, ‘leaving all the other houses, the comet has 
fallen at my place! How shall I overcome this difficulty?” 
After giving some thought to the matter he tells modestly to the 
teacher and the pupil : 


“A man who affectionately gives alms to faul- 
tless people like you is indeed fortunate and is 
made holy because of his service to Lord Himself 
thereby. But there is pollution here now, due to 
the birth of a child to the messenger of the lady 
who is attached to the brother of the lady in the 
Brahman neighbour’s house. So please go to 
another house ”. (v. 21) 


Knowing fully well the intention of the miser, Visvanagara 
says that the question of pollution does not in any way apply 
to sannyasins like himself; for, according to the szirtis, 


« wind is not polluted by touch, fire by burning, 
water by urine and feces and an ascetic by the 
drawbacks of food”. (v. 22) 


| Still in the same modest tone Mrtañgara continues: 
/ cc-o. siRespestabin காவ. 10४४8599१5 WERE sannot give 
alms, for, see! 
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“ Due to drought there is no agriculture; due to 
the dissolution of the kingdom, none gives debts; 
there is no business because it fetches meagre 
profit. How does one get food under these condi- 
tions ?” (v. 23) 


Resorting to Sanskrit Duracara angrily bursts forth : “ Fie 
on the stupidity of the Goddess of wealth!" and says that 
Mrtañgara has lost his discriminating capacity between the 
deserving and undeserving guests and further asks him : “At this 
unbearable noon-time, after requesting a wicked brahmin like 
yourself, where else could we go and ask for alms?" Still not 
losing his temper Mrtaigara tells the pupil softly that to the 
north of his own house, was the procuress Suratapriya, to whose 
house he recommends them to go. So saying he hurriedly goes 
inside. 

This is a welcome suggestion to the teacher and the pupil, 
and accordingly they approach Suratapriya’s house. The 
mixed smell of sandalwood, musta grass, garlic and medicinal 
spices grects them. Enter Suratapriya remarking on the 
purugarthas : 


“Dharma is not to my liking for it is secured 
after much difficulty. It is true that Moksa will 
make me happy. (But) Artha is capable of besto- 
wing the valuable treasures and essence of the art 
of love ”. tv. 25) 

Duracara enters and announces the arrival of his teacher 
for alms. Suratapriya approaches Vi$vanagara respectfully and 
bows to him. Then the following interesting conversation takes 
place between Visvanagara and Suratapriya. 

Vifvanagara : May you obtain what I wish for you! ` 
Suratapriya : Learned sir, by your grace let it be so. 

Viiva: Let that happen soon! 

` May your lordship command, what is to be done 


CC d what is to be given by me | 
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Viva: Auspicious lady, what is there that cannot be offered 
to us. by you ? Presently, however, only alms. 


Sura: What sort of alms, at what time and what type of 
food ? 
Viíva : (happily) 
«O beautful lady, in brief my alms will consist 
of meat, beans, gourd, cakes (vadika), chillies, 
vegetables, with the vivifying fish, split peas and 
other types of rich food mixed with tasty milk, 
ghee, curds, buttermilk, fresh bananas and sugar. 
Let it be served soon !”. (v. 26) 


Sura: (toherself) This great soul is one worthy of giving 
himself up (mahatma atmayisarjanayogyah)! Y have 
got him by the blessings of the Almighty. (aloud), 


“This body is suffering due to separation and 
life is the single essence of the fruit of dharma. 
Ofrenowned one! Everything is at your service. 
What desire is there for external objects ?” (v. 27). 


Saying thus she goes in tə prepare the various dishes. 


The young Duracara does not want to waste his time until 
the food is ready. So he asks his teacher to stay there while 
he himself will go and find out news of Anaùgasenā. The 
teacher expresses his desire to follow Durdcara. So they both 
go and meet her. The pupil is naturally  enchanted by 
Anangasena’s captivating beauty. And so is Visvanagara too, 
who feels now that; 


« the daily performance of penance earlier, the 
pilgrimages undergone, and the worship offered to 
Vignu with single-minded devotion have all cul- 
minated in the fruit of looking at the youthful 
Anaügasend, a matter that gives utmost pleasure. 
What is the use of studying the sastras, of the 
pleasure of listening to stories, of heaven and . 


/ emancipa on 
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Radha country. Enterthe said priest, looking at the gathering 
and saying boastfully: 


* Who are the brahmins in this universe, who 


make vain attempts to vie with me in knowledge or 
ancestry?" (v. 21) 


In the same boastful tone he adds that “he went to the 
celestial world to test the ancestry of Brahma and beat contem- 
ptuously Brahma and Brhaspati and gave Siva a drubbing” 
(v. 22). * Stop your bombastic tongue”, shouts Madanandha, 
** conduct the two marriages now. ” The astrologer Mahayatrika 
enters again and when asked to fix an auspicious hour for the 
wedding, says, looking at the almanac, that 


* jn any year, any lagna and any star, anything 
can be performed.” (v. 27) 


` At the instance of Mahanindakacarya the grooms put on 
Bilva garlands (which is worn by sannyasins) and enter the marital 
chamber, Seated between the two aged husbands, Mrgankalekha 
regretfully reflects, that her 


«sincere worship at the feet of Goddess Gauri 
and mental concentration and devotion to Lord 
Cupid have culminated only in this severe punish- 
ment of her marriage with two old brahmins. ? 
(v. 28) 


The priest asks for madliuparka and the attendant informs 
that only milk and water are available and not honey (the main 
constituent in madhuparka). “Bring anything that is there” 
orders Mahanindaka. The milk and water are then brought and 
having them both in his hand, Mahanindaka looks at each of 


the grooms and says : 


You are burnt ‘by the fire at the cemetery, you 
are thrown out of your kinsmen. This is water and 
this, the milk. Bathe in the former and drink the 


"m (v. 29 iv Gswiss 
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Taking the coloured rice and darva grass, and saying, 


“Or, death is a certainty for human beings, and 
life, dream-like. Knowing this, there need be no 
regrets”? (v. 30), 


throws the rice with dürva on all the people gathered there. 
Mahanindaka then asks Kalahdikura his remuneration for 
having conducted the Kanyadana (marriage). Kalahaükura gives 
a sweet ball (ladduka) made of bhang. The priest keeps the 
sweet on his head, repeats Om and gayatryai namah several 
times, leaves a part of. the sweet 01 the ground, swallows the 
rest happily, and says : 


* May the delightful bhang that generates the 
desire for sexual enjoyment, increases the nectar- 
like speech and causes sensation to the eyes, be 
victorious!” (४. 32) ` 


Then, turning to the aged teachers, Malianindaka demands 
a présent from them too! Both Visvabhanda and Madanandha 
tell the priest to wait for four years. ** If so, until then let this 
courtesan stay with me.” Saying thus, Mahanindaka takes 
` Mrgankalekha by hand and dances joyfully. The astrologer 
asks the priest if he wants anything more. Muahanindaka 
replies : 


* The beautiful, young courtesan, a delight to 
the people of the world has been secured. Having 
cheated the host of fraudulent knaves, all my 
wishes have been fulfilled. Now my intense 
desire is to go to the private chamber and enjoy 
connubial bliss. ” (v. 33) 


The prahasana now comes to a close with the colophon— 
iti hasyamaharyava-nama-prahasanam samaptam. 


The Has. could be better appreciated in the light of the 


Dhiirtascmagama 
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JYOTIRISVARA'S DHURTASAMAGAMA 


The Dhürtasamagama (Dhi), has appeared more than once 
in print, both from India and the West. Strangely enough, 
it has attracted more scholars in the West than in this 
country. Lassen first edited it in his Anthologia Sanscritica 
(with Latin annotations, Bonn, 1838 pp. 66-96, 116-30; 
text only in 1868 edn.) followed by Cappeller* (with Has. 
lithograph edn., 1883). It has been rendered into French 
(Paris, 1855?) and Italian (Milan, 1874) even in the 19th 
century. In India, itis known to have been printed from 
Bombay and Calcutta. More recently Dr. Jayakanta Mishra 
has edited the Maithili version of the play and has given 
the text in Lassen’s edn. in án Appendix. The following study 
is based on Lassen’s edn. The text here is well preserved. 
Only the verses are not numbered and there is a confusion 
between s’, s, and s. Prakrt is spoken by low characters and 
women, who often change over to Sanskrit (e.g. pp. 76-7, 80, 85). 
The edn. gives Sanskrit chaya for Prakrt portions, 


The author Jyotirisvara, also called Jotika (in the Maithili 
Dhu.) and with the title Kavigekharacarya is well known" as 
the originator of Maithili literature, his Varnaratnakara (Bib. 
Ind. 262) and the Dhi. being the earliest specimens of 
Maithili literature. Of his Sanskrit works, viz. the Dhi., 
Paticasayaka and Raiigasekhara (both the last-mentioned on the 
science of erotics), it is only Dia. that gives much information 
about the author. Inthe Prastavana to this play, Jyotirigvara 
describes himself as the grandson of Ramegvara and son of 
Dhiregvara. From the descriptive epithet Mahisasanasrenise- 
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4, Dr. S. K. Chatterji, p. XV. Introduction to Vargaratnakara 
Bib. Ind. 262. 
5. P. 716, 1.0. Ptd. Bks. Vol. II. Pt. I. Revised edn. 
6. Maithili Sahitya Samiti Granthamala 6, Allahabad 2, 1960 (Title, 
Maithili Dhü.) 


7. Dr. Jayakanta Mishra, p. 119, History of Malthili Literature, 


९९ j Ix llahabad, 1949, 
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Khara-srimatpallijanmabhümina found in a ms. in the Nepal 
Durbar Library Mm. Hara Prasad Sastri? maintained that 
Jyotirigvara * belonged to the clan of Mahisasana and he was 
the lord of the village named Pallijanma.*? In Lassen's edn. 
and the Bodleian ms. '$rimat' is read as 'bhramat and 
‘Mahigasana’ as Maha?. More probably the epithet means that 
Jyotirigvara was born in a village named - palli, the first part 
of the name of the village (palli) being doubtfuland that he 
received royal honours. 


‘He is an * abhinayabharata’ having attained much profici- 
ency in music,a necklace to Goddess Sarasvati due to his 
mastery in Sanskrit and vernaculars, an ardent devotee of Lord 
Siva and well versed in Vedas and Philosophy. He was in the 
court of Harasimha (1296 - 1324 A. D.) and was highly 
honoured by him. This Harasirha came in the line of Kings 
descended from Nanyadeva, who went there from Karpata in 
South India. The Dhü. describes the king as, “the crest jewel 
of the Karnatas,'* and a destroyer of the armies of the Sultan. 
(v. 3) 

The Sultan referred to here has been identified 10 with 
Ghiyasuddin Tughlak who, in 1324 A.D., marched from Delhi 
towards Bengal through Tirhut. It is evident then that the Dhi. 
was composed after 1324 A.D. 


Jyotirigvara has, according to the Prastavana, also 
worshipped gods, brahmans, and poets and bestowed gifts on 
many deserving people (v. 6). He also says that he has 


6 composed'in a single day, hundreds of verses 
out of his own impulses, rich in sabda and 
arthalamkaras, is known amongst royal circles as 
the store-house of all arts, especially music. ” 


(v. 7) 


8. P. xxxvii, Preface to the Catalogue of Durbar Library Mss., 
Calcutta, 1905. š 
9. Jayakanta Mishra. p. 32, History of Maithili Literature, vol. 1. 


:10. Manomohan Chakravarti, p. 412, J. of the Asiatic Society of 
comet Koh Vrêtlshala o Khtioh] Digh®AS; ByDriddBarka.c Ghattergijaahtidsh 
, 3191-2111, 
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The Diii. too was composed for his own satisfaction. 


After these elaborate details about the author, the prologue 
sings of the spring season and also introduces the ascetic 
Visvanagara (One to whom the whole world is his native town), 


“with staff and kamandalu in his hands, his 
forehead filled with the decorative ürdhvapundra 
mark, a veritable lust in motion, and his flying 
ascetic robes giving him a special charm,” 
(v. 11) 


Moreover he, 


«is spoken of amongst people as a celibate due 
to some compulsory circumstance but is devoid of 
dharma and proper conduct; he sports with harlots, 
and despite his thick and long ürdhvapundra, 
staff and kamandalu, is indeed a man of extreme 
fraudulence." (v. 12) 


In the. scene proper Visvanagara enters, followed by his 
disciple Duracara™ (Bad conduct). Says the teacher 1 


“I ever contemplate the exalted Vignu, the 
ageless, the primordeal Being, known only through 
superior knowledge, who is inside the lotus of the 
heart, beyond qualities and the mundane universe 
the lord of the three worlds who is meditated 
upon by sages.” (v. 13) | 


The disciple is engaged in observing and appreciating the 
natural surroundings rich and beautiful due to the advent of 
spring. The atmosphere is also a reminder to him of life's 
enjoyment, and. with this thought in his mind, he looks some- 


11. This name of the student occurs twice in the text (pp. 72, 93) 
and in all the other places, he is referred to merely as ‘snitaka’. This 
has obviously led Jayakanta Mishra (9. 8; Introduction to Maithili Dhi) 
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what perturbed. Visvanagara finds out the inner working in the 
mind of Duracara and asks him the cause of his mental agitation. 
The pupil replies that in the early hours of the morning he saw 
the courtesan Anangasena, more beautiful than the celestial 
women, neara pond. Since then hehas been seeing her all 
around. 


«So has it been with me too,” replies the teacher, “I saw at 
the same time, and in the very place, the procuress Surataprivd 
(Fond of amorous pleasure), who is a masopavasini (‘One who 
fasts a whole month’). Since then, I feel as if my heart is 
pierced by Cupid's arrows. For, 


“She appears to me, as though drawn in the 
sky, or fastened to the quarters of the sky, and 
asif spread all over, reflected in my eyes and 
united and bound with my mind. Ido not know 
where my beloved, the abode of coquetish 
movements, the she-bee, delighting with exceeding 
feeling in my lotus-heart, is at present." (v. 17) 


Since itis noon by now, Visvanagara says that they can 
approach some householder for alms. Duracara finds in front 
a certain rich man’s house, the quadrangles in which are full 
of posts to which buffaloes are tied, (mahisi-stambha-sobha- 
mana-catussalam), where young calves are moving here and 
there, and where maids with heavy breasts are moving about 
leisurely. The pupil asks the citizens whose house it is. He 
hears a reply from behind ; 


४ This is the house of him who is famous as one 
“whose name should not be uttered ’ (or one ‘whose 
name (itself) is objectionable) (agrahyanama) and 
whose enjoyment of all pleasures is obstructed by 
his pre-occupation with financial affairs (Laksmi- 
vivartarasavighnitasaryabhogah) and who has lost 


‘his sleep because of the monies he has to spend ` 
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Repeatedly the pupil asks the name of the owner of the 
house but still he gets the same answer as above. Visvanagara 
says—“Why do you persist in knowing the name? Or, let it be 
anything, listen. This is the asrama of Mrtangara (the Cold 
Coal) Thakkura. Don't delay, let us go in.” 


Enter Mrtaigara, shabbily dressed and saying, 


* Even if Kubera tends to be prodigal, he indeed 
becomes penniless. Rich men can give up even 
life, but not money to the supplicants. (v. 20) 


Durücara informs Mrtangara that the respectable Visvana- 
gara has come to his house for alms. “Alas!” cries out Mrtai- 
gara to himself, “leaving all the other houses, the comet has 
fallen at my place! How shall I overcome this difficulty?” 
After giving some thought to the matter he tells modestly to the 
teacher and the pupil : 


“A man who affectionately gives alms to faul- 
tless peoplelike youis indeed fortunate and is 
made holy because of his service to Lord Himself 
thereby. But there is pollution here now, due to 
the birth of a child to the messenger of the lady 
who is attached to the brother of the lady in the 
Brahman neighbour's house. So please go to 

nother house”. (v. 21) 


Knowing fully well the intention of the miser, Visyanagara 
says that the question of pollution does not in any way apply 
to sannyasins like himself; for, according to the szrtis, 


« wind is not polluted by touch, fire by burning, 
water by urine and feces and an ascetic by the 
drawbacks of food ??, (v. 22) - 


Still in the same modest tone Mriangara continues: 
१५ Respectable man, even if what you say is true I cannot give 
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** Due to drought there is no agriculture; due to 
the dissolution of the kingdom, none gives debts; 
there is no business because it fetches meagre 
profit. How does one get food under these condi- 
lions ?" (v. 23) 


Resorting to Sanskrit Duracara angrily bursts forth: « Fie 
on the stupidity of the Goddess of wealth!” and says that 
Mrtangara has lost his discriminating capacity between thc 
deserving and undeserving guests and further asks him : *At this 
unbearable noon-time, after requesting a wicked brahmin like 
yourself, where else could we go and ask for alms?" Still not 
losing his temper Mrlangara tells the pupil softly that to the 
north of his own house, was the procuress Suratapriya, to whose 
house he recommends them to go. So saying he hurriedly gocs 
inside. 

This is a welcome suggestion to the teacher and the pupil, 
and accordingly they approach Suratapriya's house. The 
mixed smell of sandalwood, mustā grass, garlic and medicinal 
spices greets them. Enter Swratapriya remarking on the 
purugarthas : 


“Pharma isnot to my liking for it is secured 
after much difficulty. It is true that Moksa will 
make me happy. (But) Artha is capable of besto- 
wing the valuable treasures and essence of the art 
of love ”, (v. 25) 


Duracara enters and announces the arrival of his teacher 
for alms. Suratapriya approaches Visvanagara respectfully and 
bows tohim. Then the following interesting conversation takes 
place between Visvanagara and Suratapriya. 

Viévanagara : May you obtain what I wish for you! 
Suratapriya : Learned sir, by your grace let it be so. 
Viiva : Let that happen soon! 


Sura: May your lordship command,’what is to be done 
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Vi$va: Auspicious lady, what is there that cannot be offered 
tous by you ? Presently, however, only alms, 


Sura: What sort of alms, at what time and what type of 
food ? 


Viéva : (happily) 


** O beautful lady, in brief my alms will consist 
of meat, beans, gourd, cakes (vadika), chillies, 
vegetables, with the vivifying fish, split peas and 
other types of rich food mixed with tasty milk 
ghee, curds, buttermilk, fresh bananas and sugar. 
Let it be served soon !". (v. 26) 


Sura: (to herself) This great soul is one worthy of giving 
himself up (mahatma atmavisarjanayogyah)! Y have 
got him by the blessings of the Almighty. (aloud), 


“This body is suffering due to separation and 
life is the single essence of the fruit of dharma. . 
O renowned one! Everything is at your. service. 
What desire is there for external objects?” (v. 27). 


Saying thus she goes in to prepare the various dishes. 


The young Duracara does not want to waste his time until 
the food is ready. Sohe asks his teacher to stay there while 
he himself will go and find out news of Anaigasena. The 
teacher expresses his desire to follow Duracara. So they both 
go and meet her. The pupil is naturally enchanted by 
Anaiigasena’s captivating beauty. And so is Visvanagara too, 
who feels now that, 

८ the daily performance of penance earlier, the 
“pilgrimages undergone, and the worship offered to 
Vignu with single-minded devotion have all cul- 
minated in thefruit of looking atthe youthful. 

` Anarigasena, a matter that gives utmost pleasure. 

What is the use of studying the sastras, of the 
pleasure of listening to stories, of heaven and 
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So saying Visvanagara exhibits signs of love. Thinking 
that the lascivious teacher has entered on his own love-affair like 
a serpent into a rat-hole and that he should be prevented from 
uch an intrusion, Duracara tells Visvanagara politely: **Res- 
pectable sir, you have given up worldly pleasures, and is solely 
interested in moksa. Then why do you fall into this mirage 
of love-affair and spoil yourself? Please do not imvolve 
yourself in this matter about a courtesan,” <Anangasena 
tells Visyanagara that without money it is not possible for him 
to have relationship with herself. Still the aged ascetic persists 
and going near Anañgasena, takes hold of her garment. The 
pupil shouts that the courtesan is to be treated like a daughter- 
in-law for, Duracara has accepted her earlier. Visvanagara 
contends that the pupil shall treat her as his teacher's wife and 
a mother. They both start quarrelling with sticks when the 
courtesan stops them saying that the matter shall be referred to 
Asajjatimisra (One of Disputed birth) for arbitration. At this 
point ends the first act with the colophon - iti prathamahas- 
sandhik. 

The second act starts with the entry of Asajjatimisra and 
his pupil Bandhuvaficaka (Deceiver of Kinsmen), referred to as 
the Vidiigaka. The teacher says: 


** Food is the best in the three worlds ; but still 
higher is sexual pleasure. There may be food or 
not, but there isno life without sexual enjoy- 
ment’’. (v. 1) 

He then asks Bandhuvaticaka to come and study with him 
When the pupil does so, the teacher impresses upon him the 
importance of amorous pleasures in one’s life. Bandhuvaficaka, 
true to his name, replies; “Oh Misra, the essence of the 
three worlds is snatching others wealth after breaking 
open their houses, rather than enjoying other women. For, 
826 | 

* What is the use of business when it just 
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is agriculture that leads only to the wastage of 
cows, wealth and time? Learning brings on nothing 
except confused thinking which is tantamount to 
death. To me the essence of the three worlds is 
robbing others of their wealth or enjoying the 
game of dice ”, (v. 3) 


& Therefore, ** continues Bandhuyañcaka, ** in this Dhirta- 
pura, the city of rogues, as you are the teacher, so am 1 the 
(equally villainous) pupil." Asajjati complains that during 
the last eight days no matter has been brought to him 
for arbitration and hence no source of income for himself. At 
this time Visvanagara and Duracara enter. Before starting the 
case, Asajjati asks each of them to give him first an honora- 
rium. The ascetic places his staff before Asajjati and the pupil 
offers him bhang. Asajjati, too happy to receive the latter, — 
enjoys a bit of it and starts hearing the case. Visvanagara 
puts forward his complaint that since he first took hold of 
Anañgasena she naturally belongs to himself (v. 5). Asajjati puts 
down the case on the floor in writing and then asks Duracara for 
presenting his side, The snataka replies that he saw the girl 
first, gave her ten fañkas and was the first to conceive the idea 
that she was to be his beloved, and for these reasons Anangae 
sena belongs to himself (v. 6). Asajjati looks at the youthful 
courtesan, makes her stand in the centre, takes her hand and 
keeps it on his chest. Then thinking for awhile and laughing 
loudly, he says : “ Suitors, in this kingdom your quarrel is like 
that between two paramours (or serpents). But, 


“ she belongs to neither of you but only to me. 
In my dreams 1 have sported with her earlier, and 
so she is my beloved ” (v. 10). 


The Vidiigaka takes Anangasena aside and says: “ re 
ful girl, Asajjati is old, the ascetic is penniless and the P i 
lustful. Therefore give up all of them and make your youthru 


beauty fruitful by enjoying pleasures with me.” ன்னை 
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sathvrttam, which incidentally gives the title to the play. Visya. 
nagara becomes very angry at all these incidents. Dragging 
his pupil he runs back to Suratapriya’s house. 


Enter the barber, Mülanasaka (Destroyer to the root 1. c, 
one who destroys completely), 


* with his lips and nose cut off, curved at the 
neck andcheek, blind inthe left eye, with one 
hand, and with swollen right leg" (v. 11), 


and claims money from the courtesan for the service that he has 
rendered her. She replies that the required amount can be 
taken from Asajjati. Taking this opportunity the latter asks 
the barberto cut his nails. The barber asks advance money for 
his service for, none is sure of anybody’s life. Asajjati offers 
him bhang at which the happy Milanasaka binds the Migra’s 
hands and feet and starts his job. While he does so Asajjati 
cries out : i 


“My heart is aching, mind becomes uncons- 
cious, all the bones and joints in my body 
are going to pieces. Siva, Siya! My life appears 
to depart from me!” (v. 12) i i 
So saying Asajjati falls down uuconsciously, at which 
Milanasaka runs away quickly. The Vidügaka now releases 
the hands and feet of his teacher -from fetters and asks him if 
there is anything that he wishes for. The teacher replies : 
“I have enjoyed the kingdom by duplicity. By 
fraudulent deed this beloved has been obtained. 
You, the modest one, are my disciple. What more 
do I need ?" (v. 13) १८; : 


With the usual Bharatavakya (v. 14) the play ends. 


Even a superficial comparison of the above two farces 
would bring out the many. similarities between them, as also the 
indebtedness of Jagadigvara to Jyotirigvara. It is obvious that 
the former had Dhi. as a model before. him and has then 
composed the Has., on the same pattern but as a longer one with 
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The Has. describes the events that took place in the course of 
two days while the occurrences in the Dhi. are of a single day. 
Although both are two-act farces the Has. is longer with 
83 verses (50 and 33 in the first and second acts) while the 
Dhi. has 49 (35 in the first and 14 in the second act). 

The same could be said ofthe characters too inthe two 
plays. The Has. has basically taken a set of characters from 
Dhi., but added some more effectively so that they bring more 
life into the play. The following is a list of characters which, 
at a glance, shows the similarities of the characters in the two 
plays. The names are so arranged that the counterparts could 
be seen clearly : 


Dhi. Has. 
Vi$vanagara Vi$vabhanga 
Duracara Kalahañkura 
Asajjatimi$ra Madanandhamišra 
Bandhuvaicaka Kulala 
Mülana£aka, barber Raktakallola, barber 
Suratapriya, bawd Bandhura, bawd 
Anaigasena, harlot Mrgatikalekha, harlot 


The eighth and last character in Dhi. is the miserly, rich 
Mrtaiigara Thakkura who has been converted into the idiotic 
ruler Anayasindhu in the Has., and to make a full retinue for 
the king, a set of new characters like the minister Kumati, the 
attendant Ayatharthavadin, and the commander-in-chief 
Ranajambuka are introduced. In both the plays, the names of 
the characters give an insight into his or her nature. 


The above detailed treatment of the subject-matter of the 
two plays would have shown the parallelism in them with 
reference to the plot and situations. The Has., the later play, 
is a definite effort at elaboration of the situations and other 
details in Dhi. While the first act of Dha. givesa glimpse of 
contemporary life, as inthe description of Thakkura's house, 
and list .of food-dishes and is also rich in forceful and sarcastic 
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becomes dry and uninteresting. The Has., on the other hand, 
keeps up the tempo until the end, and the whole paraphernalia 
of the idiotic king is well represented. Visvabhanda and 
Madanandha in Has., the teachers belonging respectively to the 
Saiva and Vaisnava faiths, provide a contrast. Besides these 
two faiths, the Kaula or Tantric practices, especially those of 
Vamicara sect, are brought in for criticism, as is evident in the 
behaviour of the elderly teachers, king and his retinue towards 
Bandhura™ and Mrgaikalekha. 


The impress of Jyotiri$vara on Jagadiévara could be seen 
also in the similar words and expressions that occur in the two 
plays. The following are two such instances : 


1. Nahi jalaukasam ange jalauka lagati, occurs both in 
Dhü. (p. 93) and Has. (p. 31). 


2. The description of spring season and the Tofaka metre 
employed for the same in both the plays: 
मढआणिलचाढिअचूअवणो 
कळकण्ठिसराहिदकोमिअणो | 


मअरन्दविमत्तसिळीमुहओ 

सुरहीकिदसब्वदिसामुहओ || Dha. I.9. 
महुमत्त महुब्वतराअयुत 

कळकण्ठविछासिणिगाणचय | 


युअइक्कविआरणपश्चरारो 
ge भोदु mesg पीदिअरो ॥ Has. 1, 14. 


In Has. I. 3, Jagadiévara claims that he is poetically 
talented, and that his verses are rich with ideas and figures of 
speech. No doubt his Sanskrit is free and easy-flowing and he 


SR SR eee 
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has given some beautiful descriptions of the evening, sun-set 
etc. But still he cannot rise to the level of Jyotiri$vara, who is a 
master of the language in the strict kavya tradition. Jyotiris- 
vara’s poetic instinct, the musical melody in his verses and the 
capacity to paint beautiful word-pictures reveal himto bea 
poetic genius of a high order. : 


The analytic description of the feelings in the mind of 
Duracara as given by Viśvanagara, 


Nissvase pivaratvam vapusi sutanuta Sanyata drsfipate 
Vaktrendau dhisaratvam gatigu vidhurata cetasi mlanata ca | 
Dhü. Y. 16. 


or the following description in the same strain of Suratapriya 
by Visvanagara, 


Akase likhiteva dikgu khacitevakirnarüpeva ca 
drkpakgmapratibimbiteva manasi šlisteva baddheva ca | 
Dha. Y. 17. 


reveal that Jyotirigvara could successfully walk in the 
footsteps of Bhavabhüti. 


The Dhi. is noteworthy from another viewpoint too, 
namely, that its author Jyotiri$vara himself: composed two ver- 
sions of the play, in Sanskrit and Maithili. Dr. Jayakanta Mishra 
discovered the ms. of the Maithili version in 1957 at the Vira 
Library, Nepal and, as already pointed out, edited the text. 
Unfortunately the Maithili version has neither a beginn- 
ing nor an end. Herethe story starts from the point of 
Duracara being angry ‘at.the miser for not giving alms to him- 
self and Visvanagara and ends with Asajjati falling down 
unconscious while in the clutches of the barber Mulanasaka. 
In this available portion the dialogues are in Sanskrit and 
Prakrt and the noteworthy feature is the introduction of 
twenty Maithili songs, both entrance and descriptive, in 
between the conversation. Like Padas the songs mention the 
Raga and Tala of each and bear the names of the author, who 


CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


40 - SÁMSKRITÀ RANGA ANNUAL 


is referred to throughout as Jotika, and his patron Harasimha. 
Often the songs are renderings from author’s own Sanskrit 
verses, although the influence of Jayadeva’s Gitagovindas 
is patent throughout. Jyotirigvara’s proficiency in music and 
dance are mentioned more than once in the Prastavana of Dhil.; 
and is also evident in the melodic verses and songs of the play. 
In fact, that music and dance are to be predominent in Dh. is 
made clear in the following statements of the Satradhara in the 
Prastavana - 


Dhürtasamágamam nama prahasanam abhinetum adis to'smi 
(p. 67) ; 

Prahasanam abhinetum arabdhamiti giyatam natyocitam 
kificit (p. 68). 


The musico-dance prahasana Dha. of Mithila must have 
had such an influence on Jagadisvara, who flourished 200 years 
later in the neighbouring Bengal, that he eliminated the 
elements of music and dance and converted it into his Has. 
with emphasis on dramatic action. 


13. See especially the 15th. song (p. 12, ptd. edn.) in Nala raga 

and yati tala, Visvanagara's description of Anañgasena : 
Cala sarojasundaranayane 
mamanukampaya Sasivadane (Dhruva) 
rajamaralaviditagamane 
ratipati sab hutavahasamane 

: bisalatikamrdubhujayugale 
kamakalamayarasakusale 
kamanidhanakalasapayodhare 
Sangatamunijanamanamanohare 

_ viSvanagaramiha bhajanamite 

kavisekharajotikabhanite 
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பாஸ்‌ மஹாகவியின்‌ 


தூத - கடோத்கசம்‌ 
மொழி பெயர்ப்பு : 


டாக்டர்‌ வே, ராகவன்‌, ஸ்ரீமதி ப்ரியம்வதா சங்கர்‌ 


(sri Buller முடிவில்‌ ஸூத்ரதாரனின்‌ ப்ரவேசம்‌) 


ஸூத்ரதாரன்‌ :- மூவுலகங்களுக்கும்‌ ஒரே அடைக்கலமாயிருப்‌ 
பவரும்‌, தேவர்களுக்கு இடையூறுகளைப்‌ போக்கும்‌ 
யோஜனைகளைச்‌ செய்பவரும்‌, இடைவீடா.து நடைபெறும்‌ 
மூவுலக நாடகத்‌ தோற்றத்தின்‌ பொருளைத்‌ guð, 
முடிவு செய்யும்‌ ஸூத்ரதாரனுமான நாராயணன்‌ உங்‌ 
களக்‌ காப்பாற்றட்டும்‌. (1) 
இவ்விதம்‌ பெரியோர்களிடம்‌ வீண்ணப்பித்துக்‌ கொள்‌ 
SG per. ஆ! இதென்ன, நான்‌ விண்ணப்பிக்க முயலு 
கையில்‌ ஏதோ சப்தம்‌ போல்‌ கேட்கிறதே! ஆச்சரியம்‌! 
பார்க்கிறேன்‌. 

(திரையின்‌ பின்புறமிரும்‌ த) 

ஓ! ஓ! தெரிவியுங்கள்‌, தெரிவியுங்கள்‌! 


ஸூத்ர :- நன்று, தெரிந்தது, ஜனார்த்தனின்‌ உதவியோடு கூடிய 
அர்ஜுனன்‌ ஸம்சப்தகரது படைகளால்‌ இழுக்கப்பட்டு 
அகன்றபோது, அதன்பின்‌ அங்கு வந்த பீஷ்மரது கொலை 
யினால்‌ கோபமடைக்கிருந்த த்ருதராஷ்டிர. புத்ரர்களால்‌ 
சூழப்பட்டு குமாரன்‌ அபீமன்யு கொல்லப்பட்டான்‌. 
அர்ஜுனன்‌ திரும்பி வரப்போவதை எண்ணிப்‌ பயந்து, 
அர்ஜுனன்‌ எங்குள்ளானோ அத்திசையை நோக்கியவர்‌ 
களாக, அபிமன்யுவின்‌ பாணங்களால்‌ அடிபட்டு நினைவிழர்‌ 
தவர்களாக மன்னர்கள்‌ தமது இருப்பிடங்களுக்கு 
விரைந்து செல்கின்றனர்‌. (2) 
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(மறைகின்றான்‌) 
[ஸ்தாபனை] 


(பிறகு ஓர்‌ யுத்த வீரன்‌ நுழைஜன்றான்‌) 


வீரன்‌ :- நூறு புதல்வர்களைச்‌ சிறந்த உறவீனராகக்‌ கொண்ட 
வரும்‌ அறிவினால்‌ மலர்ந்த அடக்கம்‌, ஓழுக்கம்‌ ஆதிய இரு 
நீண்ட கண்களைப்‌ பெற்றவருமான மஹாராஜ்‌ த்ருதராஷ்‌ 
டிரரிடம்‌ தெரிவியுங்கள்‌. 


சிறுவனாய்‌ இருந்தபோதிலும்‌ அந்த அபிமன்யு வீரர்‌, தேர்‌, 
குதிரைகள்‌, யானைகள்‌ ஆகியவற்றை அழித்து, அரசரது 
படைகளைக்‌ கலக்கி, போரில்‌ விளையாடி, அர்ஜுனன து 
செயலைக்‌ காட்டினான்‌. அத்தகைய அபிமன்யு போரில்‌ 
விரைவாக, தன்னைச்‌ Bibi HOST நூற்றுக்கணக்‌ 
கான அரசர்களால்‌, தனது பாட்டனாரான இந்திரனது 
மடியின்‌ மேல்‌ (ஸ்வர்க்கத்தில்‌) திடீரென ஏற்றப்‌ 
பட்டான்‌. (8) 


[பீறகு த்ருதராஷ்டிரன்‌, காந்தாரி, அச்சலா, 
ப்ரதஹாரி (வாயிற்காக்கும்‌ பெண்‌) ஆகியோர்‌ 
ப்ரவேசிக்கன்‌ றனர்‌. ] 

த்ருதராஷ்டிரன்‌ :- என்ன | என்ன | 


எவனால்‌ என து செவிப்புலன்‌ கெடுக்கப்படுநற து? எவன்‌ 
எனக்கு விருப்பமானது என்று எண்ணி விருப்பமற்ற 
செய்தியைக்‌ கூறுகிறான்‌? யாரவன்‌ அச்சமின்றி சசுவதை 
என்ற பாவத்தினால்‌ களங்கமு ற்றிருக்கும்‌ எம்‌ வம்சத்தின்‌ 
அழிவைப்‌ பறையறிவிக்கருன்‌? (4) 


காந்தாரி :- : மஹாராஜா, ஏன்‌? இந்த குடும்பக்‌ கலவரம்‌ 
குழந்தைகள்‌ அனைவரது அழிவையும்‌ செய்யப்போகிறது 
என்பது தெரிந்ததுதானே! 

Bose காந்தாரி, அறிவேன்‌. 

காந்‌: மஹாராஜா, எப்போது அறிவீர்‌? 


தருத : காந்தாரி, கேள்‌. : 2 
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அபிமன்‌ யுவின்‌ மரணத்தினால்‌ (७४5 கோபத்தோடு கூடிய்‌ 
வனும்‌, சினம்‌ கொண்டு சாட்டையையும்‌ லகான்கனையும்‌ 
பிடித்திருக்கும்‌ க்ருஷ்ணனோடு கூடியவனும்‌, பயங்கர 
மான வில்லைத்‌ துணையாகக்‌ கொண்டவனுமான அந்த்‌ 
பார்த்தன்‌ இப்போது என்ன செயலைக்‌ காண்பிக்கப்‌ 
போகிறானோ அதன்‌ மூலம்‌ இவ்வுலகு அழிர்‌ து சாந்தியை 
அடையும்‌. (5) 

காந்‌ = ஆ / அபிமன்யு | என்‌ அன்புப்‌ பேரனே | இறந்த வீர 
புருஷரின்‌ அழிவுக்குக்‌ காரணமான இப்பேர்ப்பட்ட குலப்‌ 
போர்‌ நடந்து கொண்டிருக்கையில்‌, எமது துரதிஷ்டத்‌ 
தனால்‌, இளங்கன்று பயமறியாது என்ற தன்மையில்‌ 
இறங்கி இப்போது நீ எங்கு சென்று விட்டாய்‌? ; 

துச்சலா:- எவரால்‌ குழந்தை உத்தரைக்கு வைதவ்யம்‌ அளிக்கப்‌ 
பட்டதோ அவரால்‌ தம்‌ மனைவியருக்கும்‌ வைதவ்யம்‌ 
உத்தரவிடப்பட்டது. 

த்ருத:- போகட்டும்‌, என து துயரக்கடலுக்கு இந்த அணையைக்‌ 
கட்டியவன்‌ யார்‌? 

வீரன்‌ :- மஹாராஜா, நான்‌. 

த்ருத:- யார்‌ 88 

வீரன்‌ :- மஹாராஜா, நான்‌ தான்‌ ஐஜயத்ராதன்‌. 

த்ருத :- ஜயத்ராதா, 
அபிமன்யு யாரால்‌ கொல்லப்பட்டான்‌? எவனுக்குத்‌ தன்‌ 
உயீரின்‌ மீது விருப்பமில்லை? ஐந்து பாண்டவ 
க்களுக்கு எவன்‌ தன்னை விறகாக்கிக்‌ கொண்டான்‌? (6) 

வீரன்‌: மஹாராஜா, குமாரன்‌ அபிமன்யு ஒன்று கூடிய பல 
மன்னர்களால்‌ கொல்லப்பட்டான்‌. ஆனால்‌ ஜயத்ரதன்‌ 
முக்கிய காரணமென்று சொல்லக்கூடும்‌. 

த்ருத :- என்ன, என்ன, ஐயத்ரதன்‌ காரணமாயிருந்தானா ? 

வீரன்‌ :- மஹாராஜா, ஆம்‌. 
= அந்தோ, ஜயத்ரதன்‌ கொல்லப்பட்டான்‌. 
ous (அதைக்‌ கேட்டு துச்சலா வீம்முகிறாள்‌) 
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sos யார்‌ ௮து அழுவது? 

ப்ரதீஹாரீ :- மஹாராஜா, அரசகுமாரி அச்சலா. 

த்ருத :- குழந்தாய்‌, போதும்‌, அழுதது போதும்‌. பார்‌, 
காண்டீபன து பாணங்களுக்குத்‌ தன்னைத்தானே இலக்‌ 
காக ஆக்கிக்‌ கொண்ட உனது கணவனால்‌ நிச்சயமாக 
உன்‌ மாங்கல்யம்‌ நீடிப்பது விரும்பப்படவில்லை 
போலும்‌! (7) 

துச்சலா :- ஆயின்‌ எனக்கு அனுமதி அளியுங்கள்‌ தந்தையே! 
நானும்‌ மருமகள்‌ உத்தரையின்‌ அருகாமைக்குச்‌ 
செல்கிறேன்‌. 


த்ருத :- குழந்தாய்‌, என்ன கூறுனெறாய்‌ ? 


துச்சலா :- “E தற்போது கொண்டுள்ள கைம்மைக்கோலத்தை 
நானும்‌ கொள்கிறேன்‌” என்று அவளிடம்‌ கூறுகிறேன்‌ 
தந்தையே | 


காந்‌ :- குழந்தாய்‌, வேண்டாம்‌. அமங்களமான வார்த்தைகளைக்‌ 
கூறாதே. உயிருடன்‌ இருக்கின்றான்‌ அன்றோ உன்‌ 
கணவன்‌ ? 

துச்சலா :- அம்மா! அத்தகைய பாக்யங்கள்‌ எனக்கு எங்கே ? 
ஜனார்தனனின்‌ உதவியோடு கூடிய தனஞ்சயனுக்கு 
வெறுப்பை உண்டாக்கிவீட்டு எவர்‌ தான்‌ பிழைத்திருக்க 
இயலும்‌ ? 

SOS- உண்மையாகச்‌ சொன்னாய்‌, அச்சலா. ஏனென்றால்‌, 
கீருஷ்ணனுடய எட்டு புஜங்களையும்‌ தலையணைகளாகக்‌ 
கொண்டு அவரது மடியில்‌ எவன்‌ வெகு நாள்‌ வளர்ந்‌ 
தானோ, மதம்‌ படைத்த பலபத்ரனுக்கு எவன்‌ அன்பினால்‌ 
இரண்டாவது மதம்‌ தரும்‌ பொருளாக ஆனானோ, தேவர்‌ 
களுக்கு ஒப்பான வீரத்தையுடைய பாண்டவர்களுடைய 
அன்பிற்கு பாத்ரமாக எவன்‌ இருந்தானோ, அவனைக்‌ 
கொன்றுவிட்டுத்‌ தன்‌ தீய செயலால்‌ எவன்‌ தான்‌ நீண்டு 
வாழ முடியும்‌ ? (8) 
ஜயத்ராதா, பின்‌. அந்நிலையை அடைந்த பிள்ளையைப்‌ 
பார்த்து காண்டீபன்‌ என்ன செய்தான்‌ ? 
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வீரன்‌ :- மஹாராஜா! என்ன, அர்ஜுனனருலா இது நடந்தது | 

த்ருத:- என்ன [அர்ஜுனனும்‌ அங்கிருக்கவில்லையா 7 

வீரன்‌ :- பின்‌ என்ன மஹாராஜா ? 

த்ருத :- எவ்வாறு பின்‌ இது நடந்தது 7 

வீரன்‌ :- கேளுங்கள்‌, மஹாராஜா! ஸம்சப்தகர.து படை களால்‌, 
ஜனார்‌ தனனோடு கூடிய தனஞ்சயன்‌ அப்புறம்‌ அகற்றப்‌ 
பட, அக்குமாரன்‌ அபிமன்யு இளம்‌ பருவத்தால்‌ வரும்‌ 
தீங்கை யெண்ணாமல்‌, யுத்தகளத்தில்‌ இறங்கினான்‌. 


த்ருத :- அந்தோ! அவன்‌ கொல்லப்பட்டது பொருந்தும்‌. 
(ஏனெனில்‌) புலி அருகே இருந்தால்‌ எவன்‌ அதன்‌ 
குகையைத்‌ தாக்க முடியும்‌? பின்‌ மற்ற பாண்டவர்கள்‌ 
என்ன செய்கின்றனர்‌ ? 

வீரன்‌ :-; கேளுங்கள்‌, மன்னா! 
அர்ஜுனன்‌ காண்பதற்கென, சிதையில்‌ அக்குமாரன து 
உடலை அவர்கள்‌ வைக்காமல்‌, எந்தெந்த பேரரசர்களால்‌ 
அவனது உடலில்‌ காயங்கள்‌ ஏற்படுத்தப்பட்டதோ, 
அவர்களது பெயர்களைத்‌ திரும்பத்‌ திரும்பச்‌ சொல்லிக்‌ 
கொண்டிருக்ஜன்‌ றனர்‌. (9) 

த்ருத:- காந்தாரி | வா, கங்கைக்கரைக்கு நாம்‌ இருவரும்‌ 
செல்வோம்‌. 

காந்‌ :- மன்னவா, அங்கு நாம்‌ நீரில்‌ முழுக்காடப்‌ போகிறோமா 
என்ன? 

த்ருத:- காந்தாரி, கேள்‌! 
தங்கள்‌ அபராதங்களாலேயே கொல்லப்பட்ட உனது 
பிள்ளைகளுக்கு இப்போதே நீர்க்கடனைக்‌ கழிக்கின்‌ றேன்‌. 
ஆனால்‌ அர்நீர்க்கடன்‌ மூலம்‌ அரசர்கள து படைவீடுகளை 
என்னால்‌ தாக்க முடியாது. (10) 

(அப்போது துர்யோதனன்‌, துச்சாஸனன்‌, சகுனி 
மூவரும்‌ நுழைகின்றனர்‌) 
துர்யோதனன்‌ : அப்பா; அச்சாஸனா] 
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அபிமன்யு கொலையுண்டதால்‌ வீரோதமான து மேலும்‌ 
நிலைத்தது; வெற்றி அடையப்பட்ட து, மதுஸ9தனனின்‌ 

, கர்வமான து வேரோடு களையப்பட்ட து; என்னால்‌ புகழும்‌ 
செல்வமும்‌ அடையப்பட்டன ! (11) 


துச்சா :- ஆஹா, விந்தை | 

பகைவரின்‌ படைகள்‌ ஜயத்ரதன து படைகளால்‌ தாக்கப்‌ 
பட்டு, பாண்டவர்கள்‌ கட்டுப்பட்டார்கள்‌; இரண்டாம்‌ 
அர்ஜுனனான அபிமன்யு நூற்றுக்கணக்கான அம்பு 
வீச்சுகள்‌ மூலம்‌ வீழ்த்தப்பட்டான்‌; இப்போரில்‌ 
பீஷ்மரின்‌ உள்ளங்களில்‌ அதற்கு ஸமமாக, தீவிரமான 
சோகக்‌ கணைகள்‌, அக்குமாரன து அழிவினால்‌, செலுத்தப்‌ 
பட்டன. (12) 


சகுனி:- இன்று ஜயத்ரதனால்‌ யுத்தகளத்தில்‌ பெரும்‌ செயல்‌ 
செய்யப்பட்டது; அவனது வீரமானது மற்ற அரசர்‌ 
களால்‌ எண்ணிப்பார்க்கக்கூட இயலாத ஒன்றாகும்‌; 
ஏனெனில்‌, அவனால்‌ போரில்‌ அவர்களது இணையற்ற 
புகழும்‌ பிள்ளையும்‌ வலிய பறிக்கப்பட்டன. (18) 

துர்யோ : மாமா! 

சகுனி :- அப்பா, என்ன? 

துர்யோ :- மாமா! இப்படி வாருங்கள்‌. அப்பா அச்சாஸனா! 
இப்படி வா. மதிப்பிற்குரிய sé seu வணங்குவோம்‌. 

சகுனி : அப்பா துர்யோதனா! இது வேண்டாம்‌. 
இக்குலப்போரான து அவருக்கு நிச்சயமாக விருப்ப 
மற்றது. அத்தோடு பாண்டவர்‌ மீதுள்ள அன்பால்‌ 
நம்மையும்‌ அவர்‌ இழிவாக பேசுகிறார்‌. வெற்றியுடன்‌ 
போரிலிருந்து எழுந்‌ து மல?ந்த முகங்களோடு அவரை 
நாம்‌ அணுகுவது பொருத்தமாகும்‌. (14) 

துர்யோ :- மாமா | அவ்வாறு வேண்டாம்‌. எது எவ்வாறு 
இருப்பினும்‌, ஈம்‌ மதிப்பிற்குரிய தர்தையை வணங்கு 
வோம்‌. 


(செல்கிறான்‌) 


துர்யோ :- அப்பா! துர்யோதனன்‌ நான்‌ வணங்குகிறன்‌. 
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துச்சா :- அப்பா, துச்சாஸனன்‌ நான்‌ வணங்குகிறேன்‌. 

சகுனி :- கான்‌ சகுனி வணங்குகிறேன்‌. 

எல்லோரும்‌:- என்ன ! ஆசிமொழி கொடுக்கப்படவில்லையே | 

த்ருத :- பிள்ளாய்‌! என்ன, ஆசிமொழி என்றா கேட்‌ஒருய்‌ 7 
கிருஷ்ணனுக்கும்‌ பார்த்தனுக்கும்‌ ஆருயிரான பாலகன்‌ 
அபிமன்யு கொல்லப்பட்ட பின்‌, வாழ்வதில்‌ இச்சை 
யில்லாத உங்களுக்கு நான்‌ எவ்வாறு ஆசி கூறு 
வேன்‌? (15) 

துர்யோ :- அப்பா, ஏனிந்தப்‌ பதற்றம்‌? 

த்ருத :- ஏனிந்தப்‌ பதற்றம்‌ என்றா ? 
பல பிள்ளைகள்‌ விளங்கும்‌ இக்குலத்தில்‌, நாறு பிள்ள 
களுக்கும்‌ மேம்பட்ட ஓர்‌ புதல்வி உதித்தாள்‌. அவள்‌ 
உறவினரான உங்களுடைய அருளால்‌ தரமற்ற விதவைக்‌ 
கோலத்தை அடைவாளே என்பதினால்‌ தான்‌ இப்‌ 
பதற்றம்‌. (16) 

துர்யோ :- இதில்‌ ஜயத்ரதனுக்கு என்ன இருக்கறது? 

த்ருத :- வரத்தினால்‌ கர்வமடைந்த அவனால்‌ அல்லவோ: பாண்ட 
வர்கள்‌ தடுக்கப்பட்டார்கள்‌ | : : 

துர்யோ :- ஆம்‌, அவனால்‌ தடை செய்யப்பட்டனரா | வேறு 
பலராலும்‌ கூடத்தான்‌. 

த்ருத:- அந்தோ, கஷ்டம்‌! 
பலரும்‌ ஒன்று சேர்ந்து ஒருவனான அவ்விளம்‌ பாலன்‌ 
மீது தாக்குதல்‌ செய்கையில்‌, எவ்வாறு இரக்கமற்ற 
அவர்கள து புயங்கள்‌ இற்று விழவில்லை ? (17) 

துர்யோ :- தந்தையே | 
வயது முதிர்ந்த பீஷ்மரை வஞ்சகத்தால்‌ கொன்ற அவர்‌ 
களது புயங்கள்‌ இற்று விழவில்லை. பின்‌ சிறுவனுக்கு 
இருக்கமுடியாத ஓர்‌ பராக்ரமத்தையுடைய அபிமன்யு 
வைக்‌ கொன்று, எமது புயங்கள்‌ மட்டும்‌ ஏன்‌ இற்று 
வீழும்‌? (18) ; 
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த்ருத :- பிள்ளாய்‌, என்ன | பீஷ்மருடைய வீழ்ச்சியும்‌ அபிமன்யு 
வின்‌ கொலையும்‌ ஒன்றாகுமா ? 
துர்யோ :- அப்பா | ஏன்‌ ஒன்றாகா.து ? 
த்ருத:- குமாரனே | கேள்‌. 
தன்‌ இச்சைப்படி இறக்கும்‌ தன்மை பெற்ற பீஷ்மர்‌ தன்‌ 
வீரச்‌ செயல்களால்‌ திருப்தியடைந்து தனது உபதேசத்‌ 
இன்படியே கொல்லப்பட்டார்‌. ஆனால்‌, இளம்‌ பாலகன்‌, 
குருவம்சத்தின்‌ நாயகன்‌, அர்ஜுனனின்‌ முதல்‌ GF, 
தான அபிமன்யு அல்லவா உம்மால்‌ வெட்டி வீழ்த்தப்‌ 
பட்டான்‌ ! (19) 
துச்சா :- அப்பா! அப்பாலன்‌ பாலனல்லன்‌. அபிமன்யுவிலல்‌.... 
| HGS :- என்ன, என்ன துச்சாஸனனா பேசுநிற து? 
துச்சா :- ஆம்‌. 
நாங்களனைவரும்‌ பார்த்‌ துக்‌ கொண்டும்‌ போர்‌ Lj si 
கொண்டும்‌ இருக்கையில்‌, கரத்தில்‌ வஜ்ரம்‌ போல்‌ ஒளிரும்‌ 
வில்லை ஏம்‌ இக்‌ கொண்டு விளங்கிய அவனால்‌ புவியாளும்‌ 
மன்னரனைவரும்‌, சூரியனது கதிர்களைப்‌ போல்‌ நேராக 
வந்து தாக்கிய பாணங்களால்‌ பொரியப்பட்டனர்‌. (80) 
த்ருத:- ஆ | கஷ்டம்‌ ! d 
அந்தோ | பாலகன்‌ அபிமன்யு ஒருவனால்‌ மட்டும்‌ இது 
செய்யப்‌ பட்டதெனில்‌ புத்ர சோகத்தினால்‌ தவிக்கும்‌ 
அப்பார்த்தன்‌ என்ன தான்‌ செய்யமாட்டான்‌ ? (21) 
துர்யோ :- என்ன செய்வான்‌ ? 
த்ருத :- எஞ்சியுள்ள ஆயுளோடு கூடிய நீங்கள்‌ எதைக்காண 
வேண்டுமோ, அதைச்‌ செய்வான்‌ | 
துர்யோ :- அப்பா [யார்‌ இந்த அர்ஜுனன்‌ ? 
த்ருத :- பிள்ளாய்‌, அர்ஜுனனைக்‌ கூட அறியாயா? 
துர்யோ :- அறியேன்‌. 
த்ருத:- அப்படியெனில்‌, நானும்‌ அறிந்திலேன்‌. ஆனால்‌ 
அர்ஜுனனது வல்லமையையும்‌, வீரத்தையும்‌ அறிக்‌ 
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துர்யோ E அப்பா ! என்னால்‌ கேட்கப்பட வேண்டியவர்கள்‌, 
அர்ஜுனனின்‌ வல்லமையையும்‌, வீரத்தையும்‌ அறிந்‌ தவர்‌ 
கள்‌, யார்‌ அவர்கள்‌ ? 

த்ருத :- புதல்வனே | கேள்‌. 
Bam Sauer ser அ உயிர்‌ பலிகளால்‌ அர்ச்சிக்கப்பட்ட 
இந்தி ரனைக்‌ கேள்‌; பல விதமான அஸ்‌திரங்களால்‌ wR 
விக்கப்பட்ட வேடனாய்‌ வந்த சிவனைக்‌ கேள்‌; ஸர்ப்பங்‌ 
களே ஆஹாதியாகக்‌ கொள்ள விரும்பி காண்டவ 
வனத்தில்‌ எவன்‌ திருப்தி செய்யப்‌ பட்டானோ அந்த 
அக்னி தேவனைக்‌ கேள்‌; எவனீடம்‌ நீ தோல்வீயுற்றாயோ 
அந்த வித்யாதரன்‌ சித்ராங்கதனைக்‌ கேள்‌. (22) 

துர்யோ :-  அர்ஜுனனது வீர்யம்‌ இதுவானால்‌, mih படையில்‌ 
அர்ஜுனனை எதிர்த்துப்‌ போர்‌ புரிபவர்‌ இல்லையா 
என்ன ? 

த்ருத :- அப்படி இருப்பாராயின்‌ யார்‌ அவர்‌ 7 

துர்யோ :- ஏன்‌, கர்ணன்‌ ஒருவன்‌ உள்ளான்‌ | 

த்ருத :- அந்தோ | பரிஹாஸத்திற்குப்‌ பாத்திரமான நிலையில்‌ 
அல்லவா பாவம்‌, கர்ணன்‌ உள்ளான்‌ | 

துர்யோ :- எக்காரணத்தினால்‌ ? 

த்ருத:- கேள்‌. 
உங்களது கர்ணன்‌ இர்திரனிடம்‌ கவசத்தைப்‌ பறி 
கொடுத்தவன்‌; அர்தரதன்‌; ஜாக்கிரதை அற்றவன்‌, 
கபடமாய்‌ அஸ்திரங்களைக்‌ கற்று அவை பயனற்றதாகப்‌ 
போனவன்‌; அத்தோடு அருவருப்புக்கு இடமானவன்‌; 
நன்று, இந்த கர்ணன்‌ அர்ஜுனனுக்கு ஸமமாவான்‌. 
எப்பொழுது? அவனுக்கு .அக்னியும்‌, இந்திரனும்‌ 
சிவனும்‌ அஸ்திரம்‌ வழங்கும்‌ குருவானால்‌ | (28) 

சகுனி :- தங்களால்‌ எங்களை அவமதிக்க முடியும்‌ | 

த்ருத :- இதோ சகுனிபேசுகறான்‌. ஏ சகுனியே 1 
எப்போதும்‌ சூதாட்டத்தில்‌ ஈடுபட்ட உன்னால்‌ ஓவ்வொரு 
செய்கையான து செய்யப்பட்டதோ இக்குலத்தின்‌ அந்த 
பகை நெருப்பான து குழம்தையின்‌ விஷயத்தில்‌ கூடத்‌ 
தணியவில்லை. (24) 

(முழக்கம்‌) 
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துர்யோ :- ஆ, 
பேரரவத்தோடு கூடிய இப்பூகம்பம்‌ Hage து திடீரென 
எழுந்தது ? ஆகாயமும்‌, விழும்‌ எரி நட்சத்திரங்களால்‌ 
நெருப்பு பற்றிக்கொண்டது போல்‌ தோன்றுகிறதே [ (25) 
த்ருத :- அப்பா, கான்‌ நினைக்கறேன்‌, 
தன.து பேரன்‌ கொல்லப்பட்டதைக்‌ கண்டு உள்ளம்‌ 
தவிக்கும்‌ மஹேந்திரன து கண்ணீர்‌ திவலைகள்‌ தான்‌ 
இவ்வாறு எரி நட்சத்திரங்களாக விழுகின்றன என்பது 
திண்ணம்‌ | (26) 


துர்யோ :- ஜயத்ராதா | செல்‌. பாண்டவர்‌ முகாமில்‌ சங்கு, 
தம்பட்டம்‌, வீரகர்ஜனை இவ்வொலிகள்‌ கலந்த இவ்‌ 
வரவம்‌ எதற்காக என்று அறிந்து வா. 

வீரன்‌ :- மஹாராஜா ஆணைப்படியே. 
(சென்று திரும்பி ab g) ஸம்சப்தகர து படைகள்‌ காரண 
மாய்‌ வெளியே போய்‌, பின்‌ திரும்பிய அர்ஜுனன்‌, 

` கொல்லப்பட்ட பிள்ளையை மடியில்‌ போட்டுக்‌ கொண்டு 

தன்‌ கண்ணீரால்‌ அவனைக்‌ கழுவி, அப்போது ஜனார்தன 
னால்‌ இகழப்பட்டு இந்த சபதத்தை செய்தான்‌. 

துர்யோ :- என்ன ! என்ன ! 


வீரன்‌ :- அர்ஜுனன FUSS BDH உள்ளம்‌ பூரித்‌ து, வீரத்தை 

- உத்ஸாகத்தோடு மறுபடியம்‌ பெற்று, மலர்ந்த முகங்க 
ளோடு வெற்றி ஈமதே என்று எதிர்‌ நோக்குபவர்களால்‌ 
பேரரவம்‌ திடீரென செய்யப்பட்டது. பூமியும்‌ (இப்‌ 
பேரரவத்தைக்‌ கேட்டு) Cp விழுந்த பெரும்‌ மலைகள்‌ 
போன்ற அரசர்களால்‌ ஆக்ரமிக்கப்பட்டு, ஒரு கணம்‌ 
படபடப்படைந்த மாது போல்‌ நடுங்கினாள்‌. (27) 

த்ருத:- சப்தத்தின்‌ ஒலியைக்‌ கேட்ட மாத்திரத்திலேயே 
நிலவுலகம்‌ அதிர்ந்ததெனில்‌ பின்‌ நிச்சயமாக (அர்ஜுன 
அடைய) வில்லான து தொடப்பட்ட உடனேயே மூவுல 
கும்‌ நடுக்கமடையும்‌. (28) 

துர்யோ :- அவனால்‌ என்ன சபதம்‌ செய்யப்பட்டது ? 

வீரன்‌ :- “நாளை சூரியன்‌ மலைவாயில்‌ விழுமுன்‌, எவனால்‌ என்‌ 
புதல்வன்‌ கொல்லப்பட்டானோ, அத்தோடு எவரெவர்‌ 
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என்‌ மகன்‌ கொல்லப்பட்ட தில்‌ MIPA erui Ser Gor, 
அவர்கள்‌ அனைவரையும்‌ கொல்வேன்‌?” என்று. (29) 


துர்யோ :- சபதம்‌ தடைப்பட முயற்சியைச்‌ செய்கிறேன்‌. 
த்ருத :- புதல்வனே | என்ன செய்யப்‌ போறாய்‌ ?' 


துர்யோ :- ஏன்‌, எனது எல்லா ௮கெெளஹிணிகளின்‌ கூட்டத்‌ 
தால்‌ ஐயத்ரதனை மறைத்து விடுவேன்‌. மேலும்‌, 


தீரோணரின்‌ அறிவுரைப்படி எவ்வாறு அமைக்க வேண்‌ 
டுமோ அவ்வாறு படைகளைப்‌ பிளக்க முடியாதபடி. 
வகுத்‌.து விடுவேன்‌. பின்‌ அவர்கள்‌ தங்கள்‌ எண்ணம்‌ 
குன்றியவர்களாக, விரும்பியதை அடையாதவர்களாக, 
தம்‌ யானைகளுடனும்‌, படைகளுடனும்‌ தீக்குளிப்‌ 
பார்கள்‌. (30) 


த்ருத:- பூமியினுட்‌ புகுந்த போதிலும்‌, ஆகாயப்‌ பரப்பீல்‌ 
தாவிய போதிலும்‌, உன்னை, க்ருஷ்ணன்‌ பார்வையைக்‌ 
கொண்ட அம்புகள்‌ எல்லா இடத்திலும்‌ பின்‌ தொடர்ந்தே 
வரும்‌. (81) 


வீரன்‌ :- எப்போதும்‌ தண்டிக்க முயல்பவரும்‌, கடுமையான 
வருமான அரசனை நோக்க, இவ்விதம்‌ வேறெவரேனும்‌ 
கூறியிருந்தால்‌ அவர்‌ அக்கணத்திலேயே உயிர்‌ தரித்‌ 
திருக்க இயலாது. (82) 

(பின்‌ கடோத்கசன்‌ ப்ரவேசிக்தறான்‌) 

கடோ :- இதோ | 
இப்பொழுது கான்‌ அபிமன்யுவின்‌ கொலையைத்‌ 
தூண்டிய இழிவான மனப்பான்மை கொண்ட 
அப்பகைவனை காண, அங்குசத்திற்கு அஞ்சிய கஜேந்‌ 
இரன்‌ தன்‌ உணவை எப்படி நெருங்குமோ அதுபோல 
சக்ரதரனான கண்ணனின்‌ L u ¿r= நினைத்து போகி 
றேன்‌. (88) 
(8000 நோக்‌) இதோ பேட்டி காணும்‌ மண்டபத்தின்‌ 
நுழைவாசல்‌. இப்பொழுது இறங்குகிறேன்‌. (இறங்‌?) 
நானே என்னை அறிமுகப்படுத்திக்கொள்கிறேன்‌. 
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நான்‌ இடும்பியின்‌ புதல்வனான கடோத்கசன்‌. 
யாதவர்‌ தலைவனின்‌ சொற்களைத்‌ தாங்கி வந்துள்ளேன்‌. 
தான்‌ செய்த குற்றங்களால்‌ பகைவராகப்‌ போன பெரிய 
` தந்தையை நான்‌ பார்க்க வேண்டும்‌. 


துர்யோ :- வா, வா, உனது பகைவன்‌ இருப்பிடத்தில்‌ தழை. 
நான்‌ மிக்க ஆவலுடன்‌ உள்ளேன்‌ ; ஜனார்தனின்‌ 
செய்தியை தைர்யமாகச்‌ சொல்‌. இதோ இங்கு இருப்‌ 
பது துர்யோதனன்‌. (34) 


கடோ :- ஆஹா! இங்கு மேன்மை தாங்கிய த்ருதராஷ்டிர்‌ 
இருக்கின்றார்‌. அழகும்‌ ஆழமும்‌ பொருந்திய அரிய 
தோற்றத்தோடு கூடியவர்‌. ஆச்சரியம்‌ | 


வயது முதிர்ந்தவரானாலும்‌ சதையில்‌ சுருக்கம்‌ இல்லை. 
தோள்கள்‌ உறுதியாக இருக்கின்‌ Vor. நூறு புதல்வை ரயும்‌ 
தங்குவதால்‌ உருவத்திற்கேற்ற வலிமை கொண்டவர்‌ 
என்‌ ற ஈம்பிக்கையை உண்டு பண்ணுபவராக இருக்கிறார்‌ 
(இவரிடமிருந்து தம்‌) ஸ்வர்க்கத்தைக்‌ காப்பதில்‌ ஐயம்‌ 
கொண்ட தேவர்களால்‌, அச்சத்தின்‌ காரணமாக இவர்‌ 
குருடராக ஸ்ருஷ்டிக்கப்‌ பெற்றார்‌ என்று எண்ணு 
இறேன்‌. (89) 

(அருகில்‌ வந்து) தாத்தா 1 வணங்குகிறேன்‌, கடோத்‌ 
கசன்‌; இல்லை, இல்லை, யுதிஷ்டிரர்‌ முதலான என்‌ 
பெரியோர்கள்‌ உம்மை வணங்குகன்்‌ றனர்‌. பிறகு கடோத்‌ 
கசனான நான்‌ வணங்குகிறேன்‌. 


த்ருத:- வா, வா, பேரனே | 


எந்த ஸஹோதரனது மரணமானது உன்‌ இதயத்தில்‌ 
வேதனையை அளிக்கின்றதோ, அது எனக்கு மட்டும்‌ இத 
மான சொல்லாக இல்லை. எனக்கும்‌ அது வேதனையைத்‌ 
தருகின்றது. எனது புதல்வரின்‌ குற்றங்களால்‌ நான்‌ 
துன்புறுகன்றேன்‌ என்ற இவ்விஷயம்‌ உனக்குப்‌ 
புரியாது. (86) 


கடோ :- ஆஹா, நல்லவரன்றோ இவர்‌ | ஈன்மைகளுக்குப்‌ 
பிறப்பிடமான பாட்டனாரிடம்‌ சக்ரதரனன பகவான்‌ 


இவ்வாறு கூறுதறார்‌. 
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த்ருத :- (இருக்கையை விட்டெழுந்து) பகவான்‌ சக்ராயுதன்‌ 
என்ன ஆனையிடுஇருர்‌ ? 
கடோ:- இல்லை, இல்லை, அமர்ந்தவராகவே தாங்கள்‌ ஜனர்‌ தன 
னின்‌ செய்தியைக்‌ கேட்கலாம்‌. 
த்ருத :- க்ருஷ்ண பகவான்‌ ஆணைப்படியே. 
(உட்காருகிறார்‌) 


கடோ :- தாத்தா! கேளஞங்கள்‌--ஹா ! குழந்தாய்‌, அபிமன்யு | 
றா குருகுலவிளக்கான செல்வனே | ஹா! கண்‌ 
மணியே | யது குலத்தின்‌ குருத்தே! உனது தாயின்‌ 
தமையன்‌ ஜனார்தனன்‌ என்னை விட்டுப்‌' பீரிர்து உனது 
பாட்டனான (இந்திரனை) காணும்‌ ஆசையினால்‌ ஸ்வர்க்கம்‌ 
சென்று விட்டாய்‌. தாத்தா! ஓர்‌ புதல்வன்‌ மரணத்‌ 
8७७७७०७॥॥ அர்ஜுனனுக்கு இப்படிப்பட்ட துன்பநிலை 
எனில்‌, உங்களுக்கு எப்படிப்பட்ட துக்கம்‌ ஏற்படும்‌ | 
ஆகையால்‌ புதல்வரின்‌ மரணத்தால்‌ எழும்‌ சோகக்‌ 
தீயானது; உம்‌ உயிரான ஹலவீஸ்ஸை விழுங்கும்‌ முன்‌ 
விரைவில்‌ இப்போதே உங்களது படைகளை அழைத்துக்‌ 
கொள்ளுங்கள்‌.” 

த்ருத:- உறுதி முயற்சியை சினத்தோடு கைக்கொண்ட 
க்ருஷ்ணனால்‌ இது உரைக்கப்பட்டுள்ளது. கஷத்ரியகுலம்‌ 
முழுவதையுமே அழிப்பதில்‌ வில்லும்‌ கையுமாக காண்ட்‌ 
பன்‌ நிற்பதாகக்‌ காண்கிறேன்‌. (37) 

துர்யோ :- ஆஹா ! சிரிப்புக்கு இடமாய்‌ இருக்கிற து இப்பேச்சு | 

கடோ :- என்ன இங்கே சிரிப்பதற்கு இருக்கிறது ? 

துர்யோ :- இதுதான்‌ சிரிப்பிற்கு இடம்‌. 
பார்த்தன்‌ ஒருவனால்‌ அரசமண்டலம்‌ | முழுவதும்‌ 
கொல்லப்பட்டது என்று எண்ணும்‌ அந்தப்‌ பொறாமை 
கொண்ட கண்ணன்‌ மந்திராலோசனை செய்திருக்கிறான்‌ 
போலும்‌! (88) 

கடோ:- என்ன, है சிரிக்‌ஈறுய்‌? பேசுபவன்‌ நான்‌; என்னை அனுப்‌ 
பியது சக்ரபாணி; கான்‌ சொல்வது பார்த்தன.து செயல்‌; 

Š ச்சிரிப்பு உனக்கே தகும்‌! மேலும்‌, ஜனாதன 

அந்தோ யை யும்‌ கேட்க வேண்டும. (29) 
னுடைய செய்தியை நீயும்‌ 
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துச்சா:- quil க்ஷத்ரியரை அவமதிப்பவனே | கூடாது. 


இப்புவியில்‌ எவரது கட்டனையான து மன்னர்‌ அனைவ 
ராலும்‌ தலைமேல்‌ தாங்கப்‌ படுகிறதோ, அத்தகையவரின்‌ 
முன்னிலையில்‌, அரசனல்லாத ஒருவனின்‌ செய்தி 
தெரிவிக்கப்படமாட்டாது. (40) 


கடோ :- என்ன | என்ன | உங்களுக்கு சக்ராயுதன்‌ ௮ரசன்‌ 
இல்லையா? ஹாம்‌ ! 


எவரால்‌ முன்பு ஐராஸந்தனது புரத்திலிரும்‌ து 
மானத்தையும்‌, பெருமையையும்‌ இழந்த மன்னர்‌ 
பலர்‌ வீடுவிக்கப்பட்டனரோ, எவரால்‌ தன து பத்னியான 
(ருக்மிணி) மன்னர்‌ கூட்டம்‌ அனைத்தும்‌ பார்க்கையிலேயே 
பயங்கரமான அண்ணனின்‌ கரங்களினின்று எடுத்துச்‌ 
செல்லப்பட்டாளோ, எவரிடம்‌ ஸுமுகமாகப்‌ பணிவிடை 
செய்து கொண்டு ஸ்ரீதேவி, ஸ்ரீவத்ஸத்தைக்‌ கொண்ட 
மார்பாகிற பள்ளியறையில்‌ உரை£கறாளோ, அந்த புகமுக்‌ 
குரிய மன்னர்மன்னன்‌ சக்ராயுதன்‌, உங்களுக்கு 
அரசனில்லையா ? (41) 


துர்யோ :- துச்சாஸனா ! போதும்‌, போதும்‌ இந்த விவாதம்‌ | 
அரசனே, அரசனல்லாதவலே, பலம்‌ பொருந்தியவனோ, 
பலமற்றவனோ, வீணில்‌ பல சொற்களைக்‌ கூறுவதில்‌ 
என்ன பயன்‌ ? என்ன சொல்தறார்‌ உங்கள்‌ பிரபு? (42) 


கடோ :- ஆம்‌. பிரபுவேதான்‌ | மூவுலகங்களுக்கும்‌ நாதனான 
அந்நாராயணன்‌, அதிலும்‌ சிறப்பாக எங்களனைவருக்கும்‌ 
பிரபு. அத்தோடு, 


க்ஷத்ரியர்களின்‌ அழிவு பூர்த்தியானது என்று அறிந்து 
கொள்‌. நூற்றுக்கணக்கான அரசர்களது அழிவினால்‌ 
பூமிக்குப்‌: பாரம்‌ குறையட்டும்‌. மகனது இழப்பினால்‌ 
உக்ரமான அஸ்திரத்தை எடுத்து வீசும்‌ அர்ஜுன னுக்கு 
ஒன்றும்‌ போர்‌ முனையில்‌ பாரமில்லை, (48) 


சகுனி :- சொற்களால்‌ மட்டும்‌ இப்புவி வெல்லப்படுமானால்‌, 
சொற்களால்‌ மன்னரனைவரின்‌ அழிவும்‌ உண்டாகு 
மானால்‌, அது அச்சொல்‌ மாத்திரத்தில்தான்‌ ஈடந்தது 


அகும்‌. (44) 
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கடோ :- அடேய்‌! அடேய்‌ | சகுனியன்றோ பேசுறான்‌ | ஏய்‌ 
சகுனி | 


பகடைக்காய்களை எடுத்து er miis dB. அம்பு போடக்‌ 
கூடிய அஷ்டாபதத்தை எடுத்துக்‌ கொள்‌. அதே சண்‌ 
டைக்குப்‌ பொருத்தமானது. இங்கே பிறர்‌ மனைவியைப்‌ 
பற்றுவதில்லை. இங்கு ராஜதந்திரமோ PAT pad. 
உயிரே இங்கு பணயம்‌. கொடிய பலனைத்‌ தீரும்‌ அம்பு 
களே இதில்‌ இன்பம்‌. (45) 

துச்சா:- இவ்வாறு “அடேய்‌” என்பதுதான்‌ உன்‌ பேச்ச 
முறை | 
முறை தவறி, அத்து மீறி, இழிவாகவும்‌, கடுமை 
யாகவும்‌ பேசுகின்றாய்‌. கையை நீட்டி ஒன்றையுமே 
யோசிக்காமல்‌ பேசு9ன்றாய்‌. உனது கர்வம்‌ தாய்‌ வழி 
யைக்கொண்டு உக்ரமானதாக இருக்குமேயா£ல்‌, நாங்க 
ளும்‌ சினம்‌ கொள்பவரும்‌, ராகூஸரைப்‌ போன்ற கொடும்‌ 
இயல்பு உடையவராகவும்‌ இருப்போம்‌ ! (46) 


கடோ:- போதும்‌, போதும்‌ 1 ராக்ஷஸர்களை விடத்‌ தாங்களே 
மிகக்‌ கொடியவர்கள்‌. ஏனெனில்‌, 
அரக்கு மாளிகையில்‌ உறங்கும்‌ உடன்‌ பிறந்தோரைத்‌ 
தயிலிட்டுப்‌ பொசுக்குவ தில்லை அரக்கர்கள்‌; தமையனின்‌ 
மனைவியை அவ்விதம்‌ தலையில்‌ தொடுவதில்லை அரக்கர்‌ 
கள்‌; போர்க்களத்தில்‌ மகனைக்‌ கொன்றதாக ஓர்‌ நடப்பை 
நினைவு கூர்ந்தது கூட இல்லை அரக்கர்கள்‌; உண்மை, 
அரக்கர்‌ கொடிய உருவம்‌ கொண்டவர்‌, குரூரச்‌ செய்கை 
புரிபவர்‌ தான்‌; இருப்பினும்‌, தயையை முற்றிலும்‌ இழந்த 
வரல்லர்‌. (47) 

துர்யோ :- நீ தூதனாக வந்தடைட்துள்ளாய்‌, யுத்தம்‌ புரியும்‌ 
பொருட்டு வரவில்லை நீ, செய்தியைப்‌ பெற்றுச்‌ செல்‌. 
நாங்கள்‌ தூதரைக்‌ கொல்பவர்‌ அல்ல. (48) 

கடோ :- என்ன, என்ன; தூதன்‌ என்றா என்னைத்‌ தூ.ற்றுகறாய்‌ ? 
நான்‌ தூ.தனல்ல. 
போதும்‌ உங்கள்‌ எண்ணம்‌! அனைவரும்‌ சேர்ந்து தாக்குங்‌ 
கள்‌! வில்லின்‌ காண்‌ அுண்டிக்கப்பட்டதால்‌ பலமற்றுப்‌ 
போன அபிமன்யு அல்ல, இங்கு நிற்கும்‌ நான்‌! (49) 
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இதுவே இளமைப்‌ பருவத்திலீரும்‌து சான்‌ உள்ளத்தில்‌ 
கொண்டிருந்த பேராவல்‌. அத்தோடு, 
உதட்டைக்‌ கடித்து முஷ்டியைத்‌ தூக்கிக்கொண்டு 
இதோ நிற்கின்றான்‌ கடோத்கசன்‌ | யமலோகம்‌ செல்ல 
வீரும்பும்‌ எந்த ஒரு ஆண்‌ பிள்ளையேனும்‌ எழுந்து நிற்‌ 
கட்டும்‌! (90) 
(எல்லோரும்‌ எழுதிறார்கள்‌) 

த்ருத:- பேரனே l கடோத்கசா ! பொறு / அப்பா, பொறு l 
நான்‌ சொல்கிறபடி கேள்‌. 

கடோ :- கோபத்தைக்‌ கட்டுப்படுத்த என்னால்‌ இயலாது. இருப்‌ 
பினும்‌, பாட்டனாரின்‌ சொற்களுக்காக, தூதனாகவே 
இருக்கிறேன்‌. என்ன நான்‌ தெரிவிக்க வேண்டியது 
பகவான்‌ நாராயணனுக்கு ? 

துர்யோ :- ஆ! எவனுடைய செய்தி தெரிவிப்பது ! என்‌ 
சொற்படி அவனிடம்‌ கூறு. 
“cer வீணில்‌ பல பேசுகிறாய்‌ ? உன்‌ வீரத்தால்‌ எம்மை 
வெல்ல முடியாது. யுத்தத்தை வழங்கய பின்‌ பேசுவ 
தற்கு அதிக இடம்‌ இல்லை. நூற்றுக்கணக்கான மன்னர்‌ 
களின்‌ வெண்குடைகளினால்‌ சூழப்பட்டவனாக நான்‌ 
எப்பொழுதும்‌ செல்கின்றேன்‌. மீ பாண்டவர்களுடன்‌ 
சேர்ந்து நில்‌, உனக்கு அம்புகளால்‌ பதில்‌ தருகிறேன்‌?” 
என்று. (54) 

கடோ :- தாத்தா | நான்‌ இதோ செல்கியேன்‌. 

த்ருத:- பேரனே | செல்‌, செல்‌. 

கடோ :- ஓ அரசர்களே | ஜனர்தனன து இறுதிச்‌ செய்தியைக்‌ 
கேளுங்கள்‌ | 
தர்மத்தைக்‌ கடைப்பிடியுங்கள்‌; சுற்றத்தாரிடம்‌ பரிவைக்‌ 
காண்பியுங்கள்‌; மன தில்‌ எதை விரும்புகறீரோ அதனைத்‌ 
தையும்‌ இங்கே சேய்து விடுங்கள்‌. ஏனெனில்‌, நாகக்‌ 
கதிரவன து கதிர்களோடு காலன்‌ பாண்டவ வேடம்‌ 
தரித்து, க்ஷத்ரிய ஜாதி என்ற வியாஜத்தினால்‌ போல உங்‌ 

- களை வந்தடைவான்‌ |? என்று, (52) 
(அனைவரும்‌ செல்கின்‌ றனர்‌) 


'தகடோத்கசம்‌ மு து 
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INTRODUCTION 
THE SNUSAVIJAYA OF SUNDARARAJAKAVI! 


In connection with my work on the Comic Element in Sanskrit 
Literature, Yhave been on the look-out for Prahasanas, and when 
my friends Sri K. V. Ramachandran and Sri K. A. Ganapatiraman, 
B.A., B.L., of Karattoluvu, Coimbatore Dt., spoke to me last year 
about a short one-act play called Snusavijaya available in a manu- 
script in the latter's family, I was interested in securing the new 
play whose title promised material relevant to my subject. Some 
time afterwards Sri K. A. Ganapatiraman kindly sent me the manu- 
scipt of the Snusavijaya. 


In the manuscript itself, the play is simply called * Rüpaka- 
Dráya Prabandha’, but on the basis of the nature and treatment 
of its plot we may assign the Snmugavijaya to the class Prahasana 
among the ten kinds of Rüpaka — The author has depicted here the 
age-old domestic problem of the conflict between the mother-in-law 
and the daughter-in-law, with a keen insight into the psychology of 
the origin of this incompatibility between the aged mother, the 
erstwhile mistress of the house, and the new entrant, the daughter-in- 
law into whose hands the keys slowly pass. The tragedy of the once 
beloved mother becoming an impossible crone, the anguish of the 
honour-loving father of the house, the dilemma of the son torn 
between obedience and love, the quiet suffering of the young wife 
who would rather resign herself to her fate than make the son, her 
husband, incur the hatred of his mother, the perversity of the 
mother-in-law and the sister-in-law,—these are portrayed here in all 
their details familiar to us in our lives everyday. The coarseness of 
the earlier Prahasanas is absent from this modern production, and 


MM Se BENS YC 


1. Originally published in the Annals of Oriental Research, University 
of Madras. Vol. VII. 1942-43, Sanskrit Section; re-published with the 
permission of the University. ¿ 
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the author is one endowed with a gift for minute observation and 
understanding, a sense of humour and a simple and pointed 
expression; the generosity of his nature and his practical outlook 
are evident in the finale which avoids the sacrifice of the peace and 
joy of young expectant life at the altar of a cantankerous, over- 
sensitive dotage demanding in its inferiority-complex the nursing of 
its imaginary grievances and increasing angularities. 


The manuscript supplied by Sri K. M. Ganapatiram is written 
neatly and carefully in Grantha script, in the hand of Sri Ganapati. 
raman's father, on a paper note book of pocket size, and has only a 
few mistakes. The owner of the manuscript could give me no 
further information about the manuscript, the work or its author. 
In a prefatory note the manuscript contains the information that 
the author belonged to the Agrahara of Ilattir in the Travancore 
State, and that he was the son of Varadarajakavi (श्रीमद्नन्तशयनमहासं- 
स्थानानान्वित--इल्त्तुराख्याग्रहारवास्तथ्येन श्रीवरदराजनन्दनेन सुन्द्रराजकविना विरचित- 


स्चुषाविजयाख्यो5यं ग्रन्थः 1). 


The colophon adds that the author was an Upasaka of Maruti. 
The prologue speaks of the play as enacted before an assembly of 
scholars gathered during a festival at the Sri Padmanabhasvami 
temple at Trivandrum, and mentions the author, his father and 
their village. The two Bharatavükya verses have references to the 
deity Padmanabha and the king, Srikeralendra. 


Rao Sahib Mahakavi Ulloor S. Paramesvara lyer drew my 
attention to an informing article on our author Sundararaja by 
Sri E. V. Raman Nambutiri in the Samasta Kerala Sahitya Parisat 
Traimasika, vol. 7, pt. 2, pp. 331-336.! The information here was 

athered from the author's relatives. The Classical Sanskrit 
Literature of thelate Dr. M. Krishnamachariar has a paragraph 


——À————————————Áá—— 

1. SriKunjunni Raja, M.A., Research Student in the Sanskrit Dept., 
University of Madras, provided me with some notcs in English from this 
Malayalam article. : 
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(p. 666) on Sundararaja based on information supplied by 
A. Parthasarathy Iyengar, Vaikhanasa Paficanana, Akhalamannadu, 
Krishna Dt. 


Ilattür, near Ceñkotta, is really a Tamil village though in the 
Travancore State. Sundararaja belonged to a Vaikhanasa family of 
Atreyagotra of Sri Vaisnavas of this place. He was born in A.D. 
1841 of Varadaraja Ayyangar and Krishnamba, and had seven 
brothers and one sister., He was also known as Chellam Ayyangar 
and his wife, whom he married when he was twenty-five, was known 
as Venkatalaksmi. Sundararaja studied Kavya, Nataka, Vyakarana 
and Alankara under the well-known scholar and poet, Ilattir 
Ramasvami Sastrin (born C. 1825 A. D.) author of numerous 
poems, the Vritarainavali, several stotras like the Sriramastuti- 
ratna in Sanskrit and the Jalandhrasuravadha Kathakali etc., 
in Malayalam.’ Further studies were prosecuted by Sundararaja 
atthe Ettayapuram court under Kavikesari Svami Diksita, the 
author of Valliparinaya Campi. १ 23 


Sundararaja was honoured by their Highneses Visakham Tirunal 
(A.D. 1180-1885), Malam Tirunal (A.D. 1885-1924), and the grea} 
scholar and writer, Kerala Varma Valiyakoil Tampuran, C.S.I., and 
the cousort of H.H., the Senior Rani Lakshmi Bai, C.I. The 
Kamsavadha Campü of Kerala Varma was published with Sundara- 
rüja's commentary. Among our author's students may be mentioned 
Srirangam Venkatachari, Asst. Collector, Parthasarathi Ayyangar, 
Asst. Collector, Varada Rao, Sub-Judge, and Krishnaswami Ayyar, 
Vakil, Tirunelveli. Manavikrama Ettan Tampuran of Calicut and 
Punnaggeri Nilakantha Sarma were among his friends. He lost his 
wife early and had no issue. He himself passed away in A.D. 1904. 
The following are some of his works :— 


1. Moksopayapradipika. 
2. Laksmivisistadvaitabhasyadarpana. 


2. Travancore State Manual by V. Nagam Aiya, IL p. 438. For 
Ramasvami Sastrin’s Vifakhakirtivilasa on H. H. Visakham Tirunal, sce Des. 
Cat, of H. H. Maharejah's Palace Library, Trivandrum, Vol, VII. No: 1656, 
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3. Vaikhanasamahimamaiijari. 
4. Nitira@mayara. 
5. Ramabhadravijayacampu. 
6. Rümabhadrastutisataka. 
7. Krsnaryasataka. 
8. Vaidarbhivasudevanataka, translated in Malayalam by the 
Raja of Kadattanat. 
9. Hanumadvijayanataka. 
10. Padminiparinayanataka. 
11. Kamsavadhavyakhya, Sumanorafijani mentioned below. 
12. Snugavijaya. 
Krishnamachariar’a CI. Skt. Lit. mentions some more works of the 
author: E CN 
13. Srinivasadiksitendracarita. 
14. Rasikarafijana, a play. 
15. Commentary on his guru Svamidiksita’s Valliparinaya 
Campi. : 
16. Commentary on Godaparinaya. 


Some of these are said to be printed. Godaparinaya and Kamsa- 
vadha are wrongly included among his works by Krishna- 
machariar; Sundararüja wrote only the commentaries on 
them. 


The British Museum Catalogues of Printed Books show that 
eight works of this author, Sundararaja, are printed; these include 
the Snugavijaya also. 


No. 2. above: Nigamacudadarpana, a Super-commentary on 


Srinivasadiksita’s Laksmivisistadvaitabhasya on the Brahmasitras, 


expounding the Vaikhanasa Visistadvaita school. Madras, 1896. 
Br. Mus. Pid. Bks. Cat. 1892-1906, 686. 


No. 3. above: Candrika on Srinivasadiksita’s Vaikhanasa- 
mahimadarsa. Vaikhanasagranthamala 6. Madras. 1918. Br. Mus. 
| _ शह. Bks, Cat. 1906-28, 1009, Page 
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No. 8. above: Vaidarbhivasudevanataka in,5 acts. Arya- 
prakāśinī Press, Tinnevelly, 1888. The publication contains a set 


of eulogies on the author by other scholars. Br. Mus. Prd. 
1876-92, 406, pis 


No. 1I. above: Sumanoraüjani on Keralavarma's Kamsa- 
vadhacampu. Avyapraka£sini Press, Tinnevelly, 1888. Br. Mus. Ptd. 
Bks. Cat. 1876-92, 184. 


No, 18. above: Sumanorafijani on the Godaparinayacampu of 
Ke$avakavi Vedadhinatha Bhattacarya. Tenkasi. 1896. Br. Mus. 
Ptd. Bks. Cat. 1892-1906, 686. 


Besides those noted above, two more printed works of Sundara- 
raja bearing on the tenets of the Vaikhanasa school are : 


Uttamabrahmavidyasara, Vaikhanasagranthamala 4. Madras 
1916. Br. Mus. Pid, Bks. 1906-28, 1036-7, 


and Candrika, a super-comimentary on the Paramatmikopanisad- 
wakhya of Srinivasadiksita, Kumbhakonam, 1900. Br. Mus. Ptd. 
Bks. Cat. 1892-1906, 686. 


The Srinivasadiksitendracarita mentioned among Sundara- 
raja’s works is an account of the life of Srinivasadiksita on many 
of whose Vaikhanasa works Sundararaja has, as seen above, written 
commentaries. A fragmentary paper manuscript of this work, X- 
H-I6, in Grantha script and in a damaged condition, is available in 
the Adyar Library. Dr. M. Krishnamachariar notices on p. 594 of 
his Cl. Skt. Lit. a Vaikhanasa Sririvasadiksita of Tirupati who 
lived about 1850 and wrote numerous works; D. No. 12488 of the 
Madras Govt. Ori. Mss. Library represents ms. of his Sakuntala- 
vyakhya and R. Nos. 1606 and 2231 of the same library, two mss. 
of bis Vaikhanasasrautasitravyakhya; he had the alias Venkate§a 
and the title, Cakrayudha, and is believed to have been an Arcaka 


of the Tirupati temple. 


The text of the Snugavijaya of Sundararaja published now was 
first prepared from the single ms, of the play supplied by Mr. 
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Ganapatiraman. When the matter was in press, I could secure, 
thanks to the courtesy of the Registrar of Books, Madras, a copy 
of the play as printed in Grantha script by the Aryapraka$ini Press, 
Tirunelveli and published by Messrs. N. S. Appia Aiyar & Co., in 
1890. The differences between the two texts, which are few, have 
been noted in the foot-notes. 2 


15—12—1944 V. RAGHAVAN - 
AMAT रूपकपात्राणि 

दुराशा த்‌ ME MH 
सुशील: ton " श्वशुरः 
AENT ate — uaa 
सुगुणः — = RIA: qu 
सञ्चरित्रा — — स्नुषा, सुगुणस्य पल्ली 
दुरुछिता — = सगुणस्य भगिनी 
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॥ श्री: ॥ 
॥ ணா सुन्द्रराजकविना विरचितम्‌ 
ரி नाम रूपकम्‌ ॥ 
(नान्दी) 
भद्रे तनोतु भवतां कमलाल्या सा 
स्वीयस्नुषप्रणयपात्रसुघीमुखाब्जे | 
या वासमत्र तनुते भुवि घून्वतीव 


'श्ना्स्नुषासजनवेरभवामकीरतिय्‌ ॥ १ ॥. 
(नान्यन्ते सूत्रधार) 


सूत्रघारः--(अग्रतो वीक्ष्य) अत्र சூ स्यानन्दूरपुरे श्ीमदनन्तमधिशयानस 
विहङ्गेशयानस्य कुरेशयनाभस्य महोत्सवसेवोत्कण्ठिता पण्डितानां 
परिषदियम्‌ । एनां सभां सभाजयामि भगवद्धरतमुनिप्रकाण्डोपज्ञ- 


विद्यया | 


प्रायेण सरळेऽप्यत्र स्ुषाविजयरूपके | 
क्रियते राघवेणेथ छाचित्करपद टिप्पणी ॥ 


aAA व्यतिरेकेण ख्पकवस्तुसूचिका எனி ட sf स्तुषाया ये आप्तजनास्तैस्सह 
वर, तैस्सह न दसतीनि wat cat ey अकीति धून्वतीव या कमलालया எனி: 
अत्र अनन्तशयनपुरे महाराजौदायवशात्‌ சனா सरस्वती तत्माणयपात्राणि ये सुधियः 
fais: तम्सुखाब्जे எச்‌ aq सा लक्ष्मीः भवतां AK तनोठु । पद्मनामनामिजातंत्रह्मदारत्तात्‌ 
सरस्वती स्नुषा, लक्ष्मी AA: ॥ १ ॥ 

स्पानन्दूरपुरे अनन्तशयनपुरे बिहृक्षेशयानस्य, நண்‌: पक्षिराजः याने यस्य 
तस्य । कुरोशायनामल्य எண | मगवद्धरतमुनिप्रकाण्डोपश्ञविद्यया ese ॥ 

1. Ms. Ptd. Text, a7. 2. Ms. उपज्ञयां विद्यया 
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(नेपथ्यामिसुखमवलोकथ) ` 
सखे ! इतस्तावत्‌ | 
(परविश्य पारिपारश्चिकः) एषोऽस्मि | 


सूत्र--पखे | यद चिरेणाम्यस्तप्रयोगमस्माभिः श्रीमदिरत्त्राख्याम्रहारवास्तव्य- 
वरद्राजनन्दनसुन्द्रराजङ्तिः `स्नुषाविजयाख्यं रूपकम्‌ , 
तेनाराधयितुमभिलषामि सारासारविवेकचतुरमेते Galau | 
अद्य Ug - 


रसाध्वी समुद्ररशना निजतनुजातस्य चूतवृक्षस्य । 
नन्दति वसन्तलक्ष्मीसङ्गं दृष्टा समुद्यदुलासा ॥ २ ॥ 
पारिपाश्चिकः सखे! महृदिदमाश्चयम्‌। यतः निजात्मजनुषशूतदृकषस्य 
मधुश्रीकलत्रसंसगेंण वसुधायाः समुल्लास इति | 
सत्र--सखे | किमिदमाश्यस्थानम्‌ ! 


सुगुणस्नुषया योगं gaen கரச: | 
न सहन्ते परं नाथः, न तथार्याः कुलस्रिय: ॥ ३ ou 


உ ஊரின்‌ ENIM E RES 
என்க इदं रूपकमेकाई प्रहसनजातीयम्‌ | Š 


SM साध्वीति समुद्ररशना भूम:। तनोर्जातः तनुजः। इद्‌ प्रस्तावनाङ्गभूत- 
Tera) cei भावि वस्तु नान्दीपद्यवद्यत्रिकेण श्वकषस्तुषाप्रणयरूपेण 


wane ` कविः। प्रसिद्वा खछ लोके . स्वपुत्रत्यापि पत्नीसमागमे मातुरतृप्तिः । 
अूमिस्तु चूतदृक्षवसन्तल्दम्योस्सज्ञ इष्टा समुद्वुषठासा नन्दति ॥ २ ட 
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पारि--' सत्य वदसि दौराल्याहुराशाइत्यमेवेद्स यत्‌ सच्चरित्रायामपि 
ள்‌ 3e | 
(नेपथ्ये) 
रे रे दुरात्मन्‌ ! कुतो मे दौराल्यात्‌ सनुषावैरस्यमुद्धोषयसि : 
सत्र--सखे | मद्वचने दुराशाशब्दस्य निजनामपरत्वमाशङ्कय दुराशा नाम 
श्रश्न: कुपिता सत्वरमित एवाभिवतते । तत्‌ प्रक्रान्तकायनिर्वाहाय 
यावः | 
(इति निष्क्रान्तौ |) 
॥ प्रस्तावना ॥ 
(ततः प्रविशति दुराशा 1) 
दुराशा--( रे दुरात्मन्निति पुनः पठित्वा) हन्त, दुख्षेष्टितत्नुषामूलकमिदै मे 
दूषणम्‌ | 
(नेपथ्ये) 
अयि रण्डे | என दुश्चेष्टितमजानती ஏரார்‌ स्नुषायां कुतस्त- 
दारोपयसि £ 
दुरा--(परो निरीक्ष्य) हन्त | मङ्कचनमाकर्ण्य कुपितः पतिरागच्छति | 
(प्रविश्य सुशीलो नाम पतिः) 


१, सत्यं वद्सीति। दौरात्म्याद्‌ दुषटात्मतया கார்‌ दुष्टा आशा तृष्णा 
Tat तासां श्वश्नणाम्‌। सच्चरित्रायाम्‌ agama इदं पारिपारश्चिकवाक्य प्रादाय 
TARA: । “Ta इति रूपकगताया: அள ளா, सचरित्रेति च स्वुषाया:, तयोबेरस्यमेव 
कथावस्तु । कथोद्धात इति प्रस्तावनामेदोऽयम्‌ ; यदुक्तं “सूत्रधारस्य वाक्यं वा यत्र वाक्यार्थः 
मेव वा ' गृहीला प्रविशेत्पात्रं कथोद्धातः स कीर्तितः ॥ (नाव्यशास्त्रे ३२-३२) 
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सुशीळ!-_सुखे | त्वयेतःपरं स्नुषायाः वश्यया भवितव्यम्‌ | 
दुरा--आयपुत्र | ண்ண कथं यस्याः கணே भविष्यामि ! 
सुशी--कि जल्पत्ति t 

वश्या त्रयी मे निखिला ஈன षड्दशिनी मम | 

वश्या समा मे नृपतेरवश्या ले कथं मम ॥४॥ ` ` 


दुरा--आयपुत्र | कथेचनास्तु எண்‌ मे । न कदाचन भविष्यामि वश्या 
१परगृहादागताया; कस्याश्चित्‌ | - 
सुशी-- अयि मूढे ஈர | 
पुत्र: Tea सकळ gut 
भतु स्नुषा चापि तथा समर्था | 
तयोवद्याभ्यां भवितव्यमेव 
मातापितृभ्यां च्युतयोवनाभ्याम्‌ || ५ ॥ . 


दुरा--हन्त ! भवान्‌ भवतुर कुतश्चित्‌ क्रीताया: wena: | अहं तु 
' चिराद्‌ गृहस्वामिनी भूत्वा कथमचिरादानीतायास्तस्या भवामि वश्या? 


सुशी 
३या त्वं पुरा निजतनूजममुक्तपाठ- 
ளக च वीक्ष्य मतिमन्तमनूढभायम्‌ | 


எ च पाश्चगृहवालमुदूढदारं 
` कां कां स्नुषाजेनङते मयि எள: ॥ ६ ॥ 


) um Seba uen ட டட परग्रहादांगतया: कस्याञ्चित्‌ स्नुषाइपायाः । 
- ` २. कुतञ्चित्कोतायाः कस्याञ्चिदित्यत्रापिः तथैव | 
३. या त्वमिति। கணண, असमाप्तवियम्‌ ॥ ६ ॥ 
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`. சி; ag पुनरेव qu, “ कियन्तं. कालं a ணி qui 
எண £ किंच पञ्य--१पौरस्त्यभवनपार्श्चसदनपरसृतिसमान- 
वीथिकावसथवतिनीस्सखीर्म எண எனை எரின यानं 
मुहुत्सम्बन्धिनगरं प्रयान्ति। तत्र च बालेन जामात्रा समागतां सम्बन्धिनीं 
निरीक्ष्य ससम्भ्रमं saga प्रवेश्य मध्येमन्दिरं वन्दनपूर्व चन्द 
हिमाम्बुशीकरान्‌ AER नागवल्यपहारांश्व समप्थ सभाजिता 
भवन्ति । 


RATT तातनगरादवरुह्य याना- 
छज्जाविनम्रवदनं भुवि वन्दमानास्‌ | 

எள்‌ स्वुषां सकुतुकं रभसान्निजाङ्क- | 
मारोप्य पुण्यवनिता हि. परिष्वजन्ते ॥ ७ ॥ ?? इति ॥ 


दुरा--नाथ ! तथ्यं वदसि | 


३तदा मे हृदये भातं என்‌ चेष्टित ge | 
अघुना तु स्नुषावार्ता हन्त मे गरलायते ॥ ८ ॥ 


१, पौरस्त्यमवनं SE प्राच्यां वतेभाने गृहम्‌; पारवेसदनम्‌ எனனம 
गेहम्‌ । समानवीयिकावसथाः स्वोयाथामेव वीथिकायां वर्तमानानि ग्रहाणि ட எனன 
सख्यः) ता; AAPG स्तुषादानेन सम्बन्धिनः, तेषां नगरम्‌; सम्बन्धिनीं जामातृ- 
मातरम्‌ । हिमाम्बुशीकरान “tele. इति .प्रसिद्धशोतोदकासारप्रक्षेपम. | नागवल्ली ताम्बूलम्‌ , 
सभाजिताः सत्कृताः | एताः सख्य इति शेषः ॥ 

२. आगत्येत्यनेन ` स्वपितृनिकेतनात्‌ स्तुषायाः श्रश्ञरहसमागमरूप अन्यः 
என்ட तस्य रामणीयकं च प्रइस्येते। तातनगरात्‌ स्वजन्मस्थानात्‌। पुण्यवनिताः 
खश्चूल्यानीयाः ॥ ७॥ एतदन्तं स्वपुत्रविवाहात पूर्व னர்‌ Sere: उत्युकाया: 
ot: दुराशायाः तदानींतनमनोथारनामचुवादः ॥ 

३. तदा मे इति। med चेष्टितम्‌ स्नुषासम्बन्धि quer எண்ட 
आगतस्बुषाप्त्युदूगतनमित्यादि ॥ < ॥ 
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| सुशी- (स्वगतस्‌) ௭௩! कालवशादमुतमपि विषमिव भवति। एषा खङ्- 


१यदूगमसम्भवशिशु: कुलतन्तुरत्र 
भूत्वा पितृन्‌ परगतिं क्रमशः प्रयातान्‌ | 
जैवापतोयलहरी सतिळां समर्प्य 
सन्तपैयेदपि वधू मनुते विष तास्‌ ॥ ९ ॥ 
हतकेयमनुनीतापि मद्वचनमनुसरति न कदापि | 


भायावशों यदि भवामि वघूविरोधी 
A गुणी q विमुखो मयि तेन हि स्यात्‌ | 
qai भजामि यदि वत्सल्तां दुराशा 
मिथ्यापवादमपि मे जनयेद्तीव ॥ १० ॥ 


तदहं कचित्‌ ताटस्थ्यमवरम्व्य स्थास्यामि | 
(पुरोऽक्छोक्य) . 


आगच्छत्यस्या वयस्या काचिदिह ; चोदितपूवेये मया भार्यामतेः\ 
ऋजूकरणाय | तदह यामि। 


(इति निष्कान्तः 1) 
(ततः प्रविशति எ नाम ஸாரி |) 
| दुरा---सखि எண்‌! ues त्वां निवेदयितुमासव्यथाम्‌ | 
| चारुबृत्ता--सखि | कीहशी व्यथा 
| 


eom angio: | तामपि d विष मनुते வாரை: ॥ ९ ॥ 
२. सार्यामते; खमार्यायाः दुराशाया$ मते: । 
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दुरा 
सुचिरमखिरूदेवानचयित्वोपहारे- 
मतमपि எண்ணம்‌ विधाय | 
पुनरहसुपवासानाचरन्ती कर्थचित्‌ 
कमपि तनुजमेतं प्रापमापन्नगर्मा ॥ ११ di 
चारु--सखि ! पुण्यविशेष विना कथमेताइशः पुत्रो लम्यते š 
दुरा- पुत्र; सुगुण इति न संशय; | 
चारु--(स्वगतम्‌) எச்‌ ஏர்‌ दोषनारोपयितुमुपक्रमते । (प्रकाशस्‌ ) 
कः Gray इति व्यथा ? 
दुरा --का पुनरिति प्रष्टव्यम्‌ š 
चारु--किं तनूजञाया दोुण्यादूव्यथसे ! 
दुरा--हन्त! किं goat? कि न जानासि मे तनयाया: सौजन्यस्‌ ! 
अवघीयतास्‌-- 
वप्रतिपुरमवगाद्य प्राप्य बन्धुत्रजस्य 
प्रतिगृहमनुकूलां प्राप्तुकामा स्नुषां द्राक्‌ | 
चिरमहमनुमूतश्रान्तिराप स्वय यां 
तनुभवङ्कत एषा शल्यमन्तस्तनोति ॥ १२ ॥ | 


q, प्रतिपुरमिति । प्रतिपुरे gt पुरम्‌, same प्रविश्य चरित्वा बन्धुत्रजस्य 
बान्धवानां प्रतिगृहं wk vi प्राप्य अजुकूकां स्तुपा कू आप्तुकामा सती चिरमजु rf: ` 
चिरपरिश्रमवती स्वयं यां east तचुभवछते ௪3 आपं ளே अन्तरशल्य तनोति P 3 
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सुशी- (स्वगतस्‌) अहह எணண विषमिव भवति | एषा ag 
१यदूगभसम्भवशिशुः कुलतन्तुरत् 
मूत्वा पितृन्‌ परगति क्रमशः प्रयातान्‌। 
नैवापतोयल्हरीं सतिछां समर्प्य 
सन्तपैयेदपि वधू मनुते विषं तास्‌ ॥ ९ ॥ 
इतकेयमनुनीतापि मद्रचनमनुसरति न कदापि | 


भार्यावशो यदि भवामि वघूविरोधी - 
पुत्रो गुणी स विसुखो मयि तेन हि स्यात्‌ । 

qai भजामि यदि னர்‌ दुराशा 
मिथ्यापवादमपि मे जनयेद्तीव ॥ १० ॥ 


qaz कथचित्‌ ताटस्थ्यमवरम्व्य स्थास्यामि | 
(पुरोऽक्छोक्य) _ 


आगच्छत्यस्या वयस्या काचिदिह ; चोदितपूर्वेये मया எளி 
ऋजूकरणाय | तदहे यामिं | 


(इति निष्कान्तः 1) 
(ततः प्रविशति என नाम श्वश्नसखी ) 


दुरा--“सखि எண்‌! என்‌ त्वां निवेदयितुमासव्यथास्‌ | 
चारुषत्ता -सखि! வினி व्यथा ! 


BN Tatak; । तामपि ad विषं मचुते इत्यन्वयः ॥ ९ Ú 
२. सार्यामते; स्वमार्यायाः दुराशाया} मतेः । 
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सुचिरमखिलदेवानचयित्वोपह रे Ñ 2 a à ` 

श्रेतमपि तनुजन्मोटतिहेतु विधाय | 
पुनरहमुपवासानाचरन्ती कथचित्‌ 

कमपि तनुजमेतं प्रापमापन्नगर्भा ॥ ११ ॥ 


चारु--ससि ! पुण्यविशेष विना कथमेताइशः पुत्रो लभ्यते ! 

दुरा--पुत्र: सुगुण इति न संशय; | 

चारु--(स्वगतस्‌) gka स्नुषायां दोषनारोपयितुमुपक्रमते | (प्रकाशम्‌ ) 
कः पुनर्दुगुण इति व्यथा ९ 

दुरा--का पुनरिति seqq £ 

चारु--कि तनूजाया दोर्गुण्यादुव्यथसे š 


दुरा--हन्त! किं एच्छसि! कि न जानासि मे तनयायाः सौजन्यम्‌! 
अवधीयताम्‌ 


१प्रतिपुरमवगाह्म प्राप्य बन्धुत्रजस्य 
प्रतिगृहमनुकूलां प्राप्तुकामा स्नुषां द्राक्‌ | 
चिरमहमनुमूतश्रान्तिरापं स्वय यां 
तनुभवक्कत एषा शस्यमन्तस्तनोति ॥ १२ ॥ 


१. प्रतिपुरभिति । प्रतिपुरं पुरे पुरम्‌, अवगाह्य प्रविश्य चरित्वा arg 
बान्धवानां भ्रति एं w£ TE प्राप्य अनुकूला सतुषं दरक प्राप्तुकामा सती யாளி 
चिरपरिश्रमवती स्वयं यां egal तचुभवछते पुत्रकृते आप सेषा अन्तरश्ल्यं तनोति.॥ १२ ॥ 
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चारु--किं कुरुते सा! 
दुरा 
मया निगूढं निहित னள 
wy विलोक्यान्तरियं प्रविष्टा | 
ae गृहीत्वा निजकेशहस्ते 
हस्तेन நண तनुते ABST ॥ १३ ॥ 
अपि q— | 
यतः कुतश्चिदिवसावसाने 
सद्यः  समुन्मीरितजातिमह्लीः | 
सम्पाद्य घम्मिछ्ममलक्करिष्णुः 
पत्युः समक्ष सविळासमेति ॥ १४ ॥ 
चारु- अनेन का क्षतिस्तव š | 
दुरा--हुए किं जर्पसि! भएवशीकरणाय ag पयल्ो5यमस्या:.! 
चारु- RAR नाम | तेन वा ते का हानिः š 
दुरा-- 


चिरान्मम सुता गता पतिगृहं स्वकीयेगुणे; 
पति स्ववशतां सदा प्रयतते हि Ag खयस्‌ | 
स मातृभगिनीवशो भवति नेव तस्या वश 
कथं वद्‌ सहेय तं तनयमद्य भार्यावशम्‌ || १५ ॥ 


चार-(स्वगतम्‌ ) हन्त, पातकिचीय निष्कारण स्नुषया वेरायते। (प्रकाशम्‌ ) 
qui. 
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दुरा--अन्यदाकर्ण्यतास्‌-- 
१दिष्ट्या कदाचिंद्गृहमागतं मे 
जामातरं प्रीणयितु प्रयन्लात्‌ | 
आनीतमेषा दधि पिच्छिरं द्राक्‌ 
पत्ये च दत्ते स्म विना ममाज्ञाम्‌ ॥ १६ ॥ 
चारु-सखि! எள जामातृपरिवेषणावशिष्टमेव दधिं तव पुत्राय 
दत्तवतीति अवगम्यते चकारेण | तदत्र को दोषः १ 
ठुरा--सम्यङ्‌ नावधत्से | अवोचं हि ममाज्ञां विनेति । . 
चारु ततः t 
दुरा--अन्यदिदस्‌-- 
"SD गवाक्षपथसन्चरमाणमन्द्‌- . 
वातं स्थरं यदिह साधु तनुसवायाः | 
wal सहाधिशयनाय मया प्रकलप 
पत्या समं तदियमेति पुरैव रात्रौ ॥ १७॥ 
चारु--तदेव तव तनयस्य नियतं शयनागारं स्यात्‌ | 
दुरा--नियतं नाम । जामातरि समागते माननीये बहिरनेन यत्र कुत्रापि 
எண்‌ खळ | अथवा तस्मिन्‌ कोऽपराधः १ एषा கள संज्ञया 
என तत्र गतवती | 
चांरु--विचते wg எல்‌ शयनमन्दिरिमन्यत्‌ | 
दुरा--अछम्‌ | तदेव wg निर्दिष्ट मया दुहितुः शयनाय | 
चारु वयस्ये | न कुप्यसि यदि, किंचिद्‌ त्रवीमि । 


१. दिश्येति । मे जामातरं मत्तनयामर्तारम्‌। पत्ये qq पुत्राय ü १६०॥ 
२, हृद्यमिति । तनूभेवायाः स्वपुत्र्याः பணி तत्पतिना स्वजामात्रा ॥ १७॥ 
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EI 
चारु-- स्नुषा यदि सुखं எளி शयीत रुचिरे गृहे | 
पौत्रो भवेदू गुणी fered समुद्धरेत्‌ ॥ १८ II 
दुरा--(सकोपम्‌) किं ண? ; 
२अप्रसूतात्मजायां मे तनूज्ञायामहं कथम्‌ | 
अपत्याखङ्कतोत्सङ्गां FE तामिह शक्तुयास्‌ ॥ १९ ॥ 
चारु--अत एव किं विघटयसि पुत्र धर्म्याद्‌ दारसङ्गात्‌ ! 
दुरा--न हि तथा। 
३सदा सङ्गात्‌ पुंसो भवति हि रुजात्यूष्मजनिता 
युवत्या, किंचेदे ஈர सततसाङ्गत्यवशतः | 
सनुषा स्यादू காளி सुहुरियमवज्ञां AIA- 
विंदध्यात्तस्माततां सततपतिसङ्गाद्विघटये ॥ २० ॥ 
चारु-सखि! जामातुः सन्तताङ्गनासङ्गादपि स्यादेव रुक्‌ । तथा सति सदा 
.  दुहितृजामात्रोः सङ्घ कथमभिरूषति त्राइशी ¦ 
दुरा-कुतोऽप्रस्तुतसुपक्रमसे ! 
चारु-(सस्मितस्‌) ततः ! 


१. स्तुषेति। अनेन स्तरवंशतन्तुसम्भतप्रदर्शनेन दुराशां gada प्रयतते सखी 
॥ १५८ n 


२. अप्रसूतेत्यनेन स्नुषाया स्वोत्तारकस्त्रकुलसन्तानमपि எண்‌ दुराशा 
स्वपुत्र्याम्‌ अप्रजायां सदयाम्‌ ॥ १९॥ 


. ३: _सदेत्रि। स॒त्या सदा सङ्गादिति, अन्वय; ॥३०॥ 
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दुरा--अपि च- ; 
१यद्यागतोच्त्र जनको निजसोदरो वा 
कौतूहूळात्‌ सरभसं विविध रसाढयम्‌ | 
भोज्यं विधाय बहुघाभ्यवहारयन्ती 
सन्तुष्यति, प्रतिंगते व्यथते च तस्मिन्‌ ॥ २१ ॥ 
चार्‌--इदं प्रकृतिसिद्ध खळ FOTN | 
दुरा--न எனி मे दुहिता | 
चारु--किन्त्वधिकैवेति कथय | ततः ! 
दुरा--सखि | எர ममान्यदपि व्यथाकारणस्‌ | 
மன मे स्वगुणैः शुभैः प्रतिदिन स्वाराधितोऽपि स्वयं 
जामाता निजमातुरुक्तिभिरसौ तस्यां विधत्ते रुषम्‌। 
याता काचन दुर्गुणा स्ववशया नित्य ननान्द्रा समं 
दोषोधानधिरोप्य दूषयति तां नाथं वश कुवती ॥ २२ ॥ 
चारु--याता यदि दुगुणा कथं ननान्दापि तद्वशा भवेत्‌ £ 
३प्रजावतीनां भुवने ननान्दुणां च वरिता | 
निसरीसिद्धा विदिता எரர்‌ च RRA I ॥ २३ ॥ 
१. यद्यागत इति । जनकः निजसोद्रो वा स्चुषायाः | अभ्यवद्दारयन्ती मोजयन्ती । 
सन्तुष्यति; व्यथते स्चुषेति शेषः ॥ २१ U 
२. पुत्र्या इति। याता त्यालमार्या। ननान्दा भतृभगिनी। नाथं சவர 


पतिम्‌ ॥ २२ ॥ 
३. प्रजावतीनामिति । प्रजावती भ्रातृजाया.॥ २३ ॥ 
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१ततो எரர்‌ प्रजावतीषु तदूगुणेरेव निबद्धचते प्रीतिः । சாணார்‌ 
प्रजावतीनाँ च तथा । 

दुरा- க்‌ त्वया । स्नुषाया दोगुण्यादेव मम कुमार्यासस्याँ न जायते 
स्नेहः | 


चारु- -व्यत्यासेनापि TH शक्यते । . 
दुरा--किं मन्यसे š சான ட 


२आलोक्य मे दुहितरं पतिगेहतो5सा- 
वभ्यागतामिह कदाचन दुष्टचित्ता । 
म्लानानना कुशकमानतवक्त्रमेव 
पृष्ट्वान्यकार्यनिरतेव जवेन याति ॥ २४ ॥ 


चारु- रेसोजन्यादेवेय तनूज्ञां एच्छति कुशलम्‌ । सा तु भतृभवना- 
दागतां ननान्दरं विदित्वा रजस्वळाहमिति तत्क्षणमेव बहिर्यास्यति | 


दुरा--कुतो जानास्येवस्‌ ¦ 
चारु -त्वदुद्रसम्भवात्‌ | 


१. तत इति। तदूणणरेव प्रजावतीयुणैरेव। ननान्हष्वपि ननान्दगुणैरेव 
प्रजावतीनां प्रीतिः । : m : 

२. आलोक्येति। अहौ मे स्नुषा ॥ २४ ॥ 

३. तनूजां ते तनूजां स्वननान्द्रम्‌। ` सा त्विति । सा त्वदूदुहिता । गहकृत्य- 
भारम्‌ आभतायाः शिरसि पातयितुं तथा यास्प्रतीति। त्वदुदरसम्भवत्वादिति सोन्लुण्ठ 
चोदनम्‌ uc x 

1. Ms. There is a mistake in the speaker here and in the 

next speech, 
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दुरा--किमहं ताइशी £ 
चारु 


न எனி चेदू भवती सुगुणाळङ्कृतां स्नुषाम्‌। 
सुरूपां सत्कुलोतपत्नां कुतो द्वेष्टि विना दयाम्‌ ॥ २५ ॥ 


दुरा--हन्त ते पक्षपातिता ! शरूयतां पुनः- 


१विदितो गुणसम्पन्नः कनीयान्‌ तनयो मम। 
देवरं तमियं दुष्टा इष्ट्या साध्व्या न वीक्षते ॥ २६ ॥ 


चारु-्षान्त्या परं तं देवरमनबरतनिजनिन्दापरं न निस्सारयतिं मन्दिरात्‌ | 
किं च- 


. सहि ते दुनयो नाम तनयस्सहितोऽखिले; | 
दुगुणेर्यस्य दुष्टा इगुरुदारांश्च घावति ॥ २७. .... 


gra! तन्मतानङ्गीकारादेवानङ्गबाणपरतन्त्रः எனி at विगईते 
तदनर्हास्‌ | 


aq: पापतोऽईति निवारयितु என்‌ 
जायां, स एवं विषमाशुगपीडयमानः | 
तां देवरस्स्वयमहो यदि कामयेत 
धूते: परत्र स गतिं बत कामयेत ॥ २८ ॥ 
SUA तस्याः पैशुन्य बहुमन्यमाना बुद्ध्य्या विकत्थसे | 
— _ ட்ட Te 


१, विदित इति । साध्व्या इष्टया न वीक्षते, तस्मै gahi ॥ २६ ॥ 
२, य; पापत इति 1 स परत्र गति कामयेत कां गतिम्‌ अयेत गच्छेत्‌. ॥ २८ |} 
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चारु 
भवत्या दुर्गुणआमे मामे गरामे fes । 
का न जानाति ते वृत्त केकेय्या इव भूतले ॥ २९ ॥ 
दुरा--(सबाप्पस्‌) हन्त पापे ! ्नुषाव्यपदेशघारिणि विद्वेषिणि | effing 
वयस्ययापि कैकेयी साम्यमारोपिताऽस्मि | (इत्युरस्ताडयति |) 
चारु-किमथै प्रझपसि ! 
त्यज दुर्गुणसम्पत्तिं मज साधुगुणान्‌ Fay | 
इतः परं ते कतेव्यं केवरू कुक्षिपूरणम्‌ ॥ ३० ॥ 
दुरा--इतिके! कि मां "ஜின कयाचिद्‌ दत्तं पिण्डं நண 
वतस्वेति ब्रवीषि  अहमेतावन्तं कारं गृहीणीघुरामृद्धा किं यास्यामि 
दासीरीतिम्‌१ पश्य मे चातुर्यम्‌ | 


^ ' दिवसैः केश्चिदेवाहं निर्वास्य हृतकामिमाम्‌ | 
सम्पादयामि सुभगामन्यां तनयवल्लभास्‌ ॥ ३१ ॥ 


चारु--'पूततनां साधूकरिष्यति पश्चादागता ! प्रगर्मामेतां சேன परा- 
சன்‌ यदि नन्दनस्ते नवयौवनस्तत्तारुण्यसम्भवपयन्तं ब्रह्मचये- 
क्लेशमनुमविष्यति | 


दुरा--कि ஈன்‌ तस्य என்‌ क्लेशम्‌ £ योजयिष्यामि कयापि वारपुन्दर्या | 


१. भुजिष्या दासी | 


२. qder भिति। वर्तमानस्थुषाया अपि अतितरां ते अनमिमता em 
भविष्यन्ती स्वुषा T p] Te His : 
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चारु- (स्वगतम्‌) हन्त! दुरातममिः श्वश्रूमिरिष्यते ரான वाराङ्गनासङ्गो5- 
प्यधम्य:, न तु घम्थः स्ववधूसङ्गमः' | (प्रकाशम्‌) कि बहुना, यदि 
नाङ्गीकरिष्यसिं मद्वचनं, न रोचेथाः स्वतनुजचेतसेऽपिं । एधि gau 
वा दुर्यशा वा | 
(इति निष्क्रान्ता l) 
दुरा--(पुरो वीक्ष्य) अयमागच्छति तनयः | अधुना व्याजविलापः कार्यः | 
(इति रोदिति 1) 
(भविश्य सुगुणो नाम तनय:) 
सुगुण/--अम्ब | कुतौ रोदिषि ! 
दुरा--वत्स | किमर्थं एच्छसि ध यदि तव जाया ज्ञास्यति ed प्राप्स्यति | 
सुगु--अम्ब | कथय कथय | 


दुरा--मया तदर्थ महता श्रमेण 
नीता कुतश्चित्‌ सुगुणेति என | 
या TATA ममाप्यबज्ञा 
वितन्वती काङ्क्षति चाधिपत्यम्‌ ॥ ३२ ॥ 
सुगु--अम्तर ! सर्वामिर्मातृभिः सुतार्थ कुतश्चिदानीयते कापि कन्यकेति 
चिरादयं पन्थाः क्षुणण एव । क्रमादानीतायास्तस्या आधिपत्यं च 
भवने सुवनविदितमेव | 
दुरा!-मूर्स | कथं मयि विधमानायां तस्या आघविपत्यमावसथे ? 
I eS 
1. Ptd, Text qg: . . 
2. Ptd. Text सुतः 
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सुगु--अम्व ! 
पितृभ्यां मतिशाछिभ्यां वृद्धाभ्यां विश्रमाय हि | 
तनयस्नुषयोर्शीप्रं शिरस्याधीयते भरः ॥ ३३ ॥ 
दुरा--अनमिज्ञ ! மரின்‌ स्वमार्याये वितीय सवे वित्त स्यालाय दापयि- 
तुमीहसे ? ஈர तावत्‌ - 


१भिनत्ति बहुभाजन प्रतिदिनं प्रमादादियं 
स्वयं तव कुटुम्बिनी रहसि चोरयित्वा घनम्‌ | 
नयत्यथ पितुः पुरं, किमपि मां न छक्षीकरो- 
காணார்‌ विरचितां वहन्ती त्वया ॥ ३४ ॥ 


सुगु--अम्ब! यदि! सर्वो गृहभरस्तन्मूज्नि निधीयते', न दद्यात्‌ किमपि 
कस्मैचिदिति विश्वसिमि | 
दुरा--(सहुकारम्‌) हन्त मन्द ! तदीयमन्त्रतन्त्रमोहितो निपतितोऽसि तदवे |” 
सुगु--अम्ब | 
ண? विना न स्यात्‌ पतिः कि दारवत्सलः | 
आवुत्तो मे कथं वासीन्मद्भगिन्या वशंवदः ॥ ३५ ॥ 


दुरा--अये मूर्ख ! किं प्रलपसि t तव भार्येव मम दुहिता करिष्यति यदि 
मन्त्रतन्त्रमयोग भेरि, स्यादेव என; । तदनुचितं मन्वाना स्वगुणे 


१. सिनत्तीतिं। त्वया विरचितां त्वया कारितामचुमतां चामन्दतरहप्तताम्‌ ॥ ३४॥ 
२. मन्त्रेति। आवुत्तः भगिनीपतिः ॥ ३५॥ 

1. Ms. qÍŠ न धीयते. Ptd, Text, मूधनि धोयेत. 

2, Ms, मोहितो$सि तद्वशे | 
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रेवाराधयति पतिम्‌ । स तु न प्राप्नोति ணாக. त्वमिव भम 
जामातापि यदि दारवशः, समाहितचित्ताह न कस्याश्चिदपि எள்‌ 
वक्ष्यामि । 
qu— 
जामाता मम कन्याया न वश्य इति जानती । 
कुरुषे यदि विद्वेष स्नुषायां कि फलं ततः ॥ ३६ ॥ 
दुरा--रे रे! वचसा किं aget पिधातुमिच्छसि ? श्रणु- 
तस्याः पिता विदित एव पुरातिदु्टः 
माता च दुर्मतिरिति प्रथिता एथिव्यास्‌ | 
आता विटोऽथ भगिनी व्यभिचारिणीति 
ख्याता न वेत्सि wg तत्कुछमर्भकस्त्वस्‌ ॥ ३७ ll 


सुगु-अम्ब ! १ यदि तव दुहितुः ன: कुपिता स्तुषायामस्मत्कुरुमप्येवमेव 
गर्हेत £ भूयो नाहेसि सवं विचा्यैवानीतवती मदर्थमिमामेव वक्तुम्‌ । ' 


दुरा--किमहं करिष्यामि? पुंसां भाग्यायत्त कलत्रचरित्रम्‌ | 
सुशु-(स्वगतम्‌) सर्वदा समाराघनीयो गुरुजनः । तदिमां जननीं gre 
यामि । (प्रकाशस्‌ ) 


सुगुणा gim वास्तु eÑ எனன | 
त्वया तदस्यां क्रियतां तनुजायामिव क्षमा ॥ ३८ ॥ 


(इति पादयोः पतति l) 


இகர ஏறத்த अन कट வரக்‌ we AA र स्स्स 
q ws इति। सवं எண்‌ என்‌ ताम नीतवती भवती memo भूयोऽपि 


arg नाईसि । 
. 1. . Ms, असक त्वम्‌ । 
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दुरा--विड्‌ मूर्ख ! sheets । कथं मे तनयायास्समतां ra तव जाया 
समारोक्ष्यति कुक्षेर्जातायाः कुतश्चिदानीता š 
छुगु--अम्ब | कथं कुतश्चिदागते जामातरि पुत्रादप्यधिकं எனச்‌ दधासि ¦ 
दुरा--कमपराध करोति मे जामाता ! 
सुगु- a! पुरा जातुचित्‌ 
तिरोहिते श्रण्वति मय्यकस्मात्‌ 
त्वत्पुत्रिकायां कुपितस्य तस्य | 
दास्यास्सुते मामनुयाहि तूण- 
मित्युक्तिमाकण्ये इतस्मितासीः ॥ ३९ ॥ 


दुरा--सृषा कथयसि मयि तिरोहिते श्वण्वतीति | अतथ्यमेतद्‌ भार्योपदिष्ट वचने 
विश्वस्य । 


सुगु-- (स्वगतम्‌ ) 
स्वीयात्मजाप्रणयपात्रतयात्र योषा 
जामातुरारयजननिन्दितमागमाजः | 
निन्दामपि स्तुतिमिवाकरूयन्ति तस्य 
Tera हन्त सुगुणानिव gia ॥ ४० ॥ 


“पुत्रीरमण इत्येतदभिमाना्जन महत्‌ | 
alot जामातरं दुष्ट शिष्ट दशयते इशि ॥ ४१ ॥ 


(प्रकाशम्‌) अम्ब | आस्तां नाम सुगुणस्ते जामाता। னீரா च वघूः। 
` किमत्र कतव्य मया! समादिशतु भवती | 


1. पुत्रीरमण इति | अब्जनं मान्त्रिकार्पित याद्‌ earls तनोति ॥ ४१ u 
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qu— तव कचित्‌ संकुचिते निकेते 
.. निषाय दारानुद्रान्तभृत्ये । 
என்‌ प्रदेयं प्रतिवासरं मे 
हस्तेन यद्ठा मम पुत्रिकाया: | ४२ ॥ 
सुगु- (स्वगतम्‌ ) See | मम रुणद्धि रोषमस्यां मातृभक्तिः | (काशम्‌ ) ततः t 
दुरा 
यत्र सा वतेते दुष्टा तत्र मे शासनं विना | 
त्वयाऽपि न प्रवेष्टव्यं मम प्राणान्‌ यदीहसे ॥ ४३ ॥ 
सुगु--अम्ब ! अनेन संविधानेन कि ते प्रयोजनम्‌ £ 
qu— ; 
wal adar सह ag 
सुख समागत्य वसेदिहैव | 
ர पितरौ प्रबद्ध 
हिता तवेयं दुहिता मम स्यात्‌ ॥ ४४ ॥ 
सुगु-अम्ब | स्नुषा तव च्याः किमाचरत्यप्रियस्‌ £ 
दुरा--न जानासि त्वं जायादुश्रेष्टितम्‌ | 
नू्नैविमूषणेमें भूषितदेहां gat हि கண | 
पश्यति दीषे श्वसिति प्रेक्ष्यास्ये भोगकल्पित भक्ष्यम्‌ ॥ ४५ ॥ 
सुशु--अम्ब | तथा ag प्रयतिष्ये ; न सेल्यति यदि कि कुर्याम्‌ ! 
दुरा 1 
दशमासान्‌ वहन्ती त्वां जठरान्तः प्रसूय च | 
परिपाल्य चिरं पुत्र म्रिये पीत्वा विष स्वयम्‌ || ४६ ॥ 
(इति शिरस्ताड्यति |). ... 
s—4 | 
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सुगु-- aa! यथानिदेशमाचरामि पितुः | 
दुरा- सहि जरठो न काङ्क्षति मम प्राणान्‌ स्नुषावञ्चितः। मास्तु मे 
त्वत्सानिध्यम्‌ | | 
(इति सत्वरं निष्क्रान्ता |) ' 
सुगु- (पुरो वीक्ष्य) आगच्छति प्रेयसी | यैषा -- 
१श्रश्नदुरुक्तिगरतापभरातैचित्त 
मत्मेमनामसुधया सुतरां निषिच्य | 
आश्वासमेत्य मयि किञ्चन वक्तुकामा 
ணன்‌ रहसि मां प्रतिपाल्यन्ती i ४७ ॥ 
(प्रविश्य सच्चरित्रा नाम स्नुषा) 
( स्वगतम्‌ ) 
qq— रनिवध्यमानहृदयो दयितो जनन्या 
हा हन्त चिन्तयति mund एवमेषः | 
एकत्र नझतितरामिह मातृभक्ति- 
रन्यत्र मय्यतितरामनुराग एतम्‌ ॥ ४८ ॥ 
सुगु--दयिते | किंमथमागतासि ¦ 
सञ्च- नाथ! किमपि वक्तुकामापि बिभेमि भवतः | 
सुगु--तत्वमुच्यताम | 
सब्च--कियन्त कालमावां गुरुजननिर्धन्धात्‌ पच्छनसङ्गतौ um ¦ 
sar निशासु भवति प्रथमं प्रविष्ट 
शय्यागृहं सरभसं जननी त्वदीया | 
Mmm ही 
२. निवेध्यमान इति । नह्यतितरा बभातितराम्‌ ॥ we ॥ 


| 
| 
| 


"2 
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तद्द्वारदेशविनिविष्टशिरा निरुध्य 
शेते, कथं तव समीपमुपैमि यावत्‌ ॥ ४९ ॥ 
अपि च-- 
Taw यत्‌ कार्य भवति qaq तद्रचयितु 
प्रवृत्तां मामहि स्वयमिह. निषिध्य, प्रतिनिशम्‌। 
त्वयीये सुत्तवाथो शयनसदने प्रस्युपगते 
36 कृत्यं द्रुतमिति निदेशं वितनुते ॥ ५० ,॥ 


सुगु--(स्वगतम्‌ ) 
२पौत्रोत्पत्ति परं नार्यो नार्यास्सम्प्राथैयन्ति च | 
स्नुषातनययोर्योगं सहन्ते हन्त नो कुतः ॥ ५१ ॥ 


ணா: काङ्क्षति दुष्टचित्तो 
गर्भ स्नुषायास्सुरतं विनेव | 
आहारसम्पत्तिमहो Ra 
शरीरपुष्टि गृहकृत्ययोग्याम्‌ [| ५२ ॥ 
कि च-- 


३यस्या निरामयत्व निजसुंतभोगाय तां स्नुषां योषा | 
पुष्णाति नेव या स्यात्‌ परोपमोगाय तां सुतां धत्ते ॥ ५३ ॥ 


q. . अवश्यप्तिति | इयं त्वजननी ॥ ५० ॥ 
२, கணி டாம்‌ sperat: नार्याः स्वुषाया:, तत्सकाञ्चादित्र्थः॥५१॥ 


a. यस्या इति டானா स्वुषाया ஈர்‌ set निजसुतमोगाय भवंति at 
னர்‌ योषा wes नैव पुष्णाति; किन्तु यां पुत्री परोपभोगाय जामातृमोगाय भवति, ` 
ता gat स्वपुत्रीं धत्ते पुष्णाति ॥ ५३ ॥ , 


CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


84 SAMSKRITA RANGA ANNUAL 


(प्रकाशस्‌) 181 मम जनन्यामारोपयसि दोषान्‌? 
| सञ्च- आर्यपुत्र ! नारोपयामि दोषान्‌ । fused सर्वमपि कथयितुं न 
| शक्रोमि | बिभेमि भवतः | 
| सुणि, ततः! 
सच्च-- जामातुरागमो नाम எண; कश्चिन्महोत्सवः | 
` கோள்‌ न चेन्नाथ मम ணார ॥ ५४ ॥ 
कि च-- 
शजामाता गृहमागतो यदि तदा क्षौमं च कन्थायते 
ன்‌ दारु परिच्छदोचितमहो शुष्केन्धन जायते | 
सपिस्सिन्धुजरायते दधि वरं हन्तारनाळायते 
कि वाक्यैबहुमि: wë ! सुरुचिरं काचायते काञ्चनस्‌॥५५॥ 
सुगु- मुग्घे! எரி तथा எண்‌ जामातृमेमदुष्टम्रहावेशात्‌ | 
सच्च--- 
श्माता ते मथि Fig रोषं चेन्न करिष्यति | 
AWA जामातुः सवेवित्तचयव्ययः ॥ ५६ ॥ 


सुगु--मन्दे | = किं प्रकपसि वृथा ! तदर्थ न द्वेक्ष्यामि मातरम्‌ | 


सञ्च- नाथ! नाहमभ्यथये भवतो मातृद्रेषम्‌। प्रथमं देवं हि जननी नाम 
तनुजन्मनाम्‌ । 


१. भब्रइति। यद्यपि हृदयेन भार्याचुकूल एव, तथापि मातुरतिसिन्दां वारयितु- 
काम एषं भार्या वक्ति U 


R. जामातेति। परिच्छदः आपनायुचितबिष्ठरादि: तदुचितमपि दारु ஜூன- 
नायते । आरनारं கர்வம்‌ यदुदकं पक्कानाद्‌ वियोज्य बहिः சாகு. | ५५॥ . 
३. मातेति। सपर्यया पूजया ॥ ५६ ॥ : 
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१सहे गुरुजनोत्पन्नां सकलां दुस्सहव्यथाम्‌ | 
मा भवान्‌ मूत्‌ प्रसूशापपाशबद्धः कदाचन ॥ ५७ | 
सुगु--(स्वगतस्‌ एषा सचरित्रेत्यन्वर्थनामा । 
२जायान्र दुगुणसृता यदि எள 
सम्पीडिता पतिसमीपमुपेत्य रुष्टा | 


कूपे पतामि गरे प्रपिबामि शीघ्र 
त्व मातरं न विजहासि यदीति वक्ति ॥ ५८ ॥ 


(प्रकाशम्‌ ) मद्रे ! तव मयि यदि प्रेमानुबन्धः सवे सोढव्यम्‌ | 
सञ्च सबै ௬ | मम तावकं परैव प्राथैनीयम्‌। 
सुगु--(दूरतो वीक्ष्य) प्रिये! आगच्छन्ति तातपादाः, तद्‌ गम्यताम्‌ | 
(सच्चरित्रा तथेति निष्क्रम्य पुनः प्रविश्य कचित्‌ तिरोहिता स्थिता |) 
( प्रविश्य ) 
सुशील;- (Fea) हन्त | निरन्तरमकाण्डे मन्दा मे जाया स्नुषां विद्वे्टीति 
विचारो मामाकुळयति रात्रिदिवस्‌ | 
सुगु--(उपसत्य प्रणम्य) तात ! किमिव चिन्तयसि म्लानवक्त्र; £ 
सुशी--वत्स | 
३आलैवार्थो हि पुत्रस्य स्नुषाशब्दस्य वाच्यताम्‌ | 
. घते, तत्र सुताद्वेदं तनुयात्‌ कि सुधीजनः ॥ ५९ ॥ 


1. Ms, तावत्‌ प्रेमैव । 

१. wg इति। प्रसूः माता ॥ ५७॥ 

२. जायेठि। अत्र लोके दुगुणसना जाया अन्या कूपे पतामीत्यादि वक्त इये 
से जाया ठु gga न तथेति भाव: ॥ ५८ ॥ let 

३. आत्मैवेत्रि । पुत्रस्य आत्मैव fe स्नुषाशब्दस्य अर्था वाच्यतां धत्तं 
ee: प्रख्वणार्थत्स्िघातो; । TA सुवते; प्राणिप्रसवाधक/त्‌। ‘ST कस्मादू 
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सुगु- sq; सुशीला यदि சன एव खुतामेदस्तस्थाम्‌ | सा चेद्‌ दुइशीका ¦ 
सुशी-- ; 

दुश्शीछा वा खुशीका वा अवेद्वाग्यानुरूपतः | 

सनुषा Aye तनुजेव निजौरसी ॥ ६० u 


अहह | 
१वामा दुहितृभर्तारं मनुते तनुजाद्वरम्‌ | 
यतः, ततः कि जामातुवरत्वमवरस्य च ॥ ६१ ॥ 
र्यद्यद्वूषणमर्पित तनुभवादेद्दे पितृभ्यां मुदा 
जामाता प्रभवत्यमुष्य, न पिता भ्राता न माता न हि। 
तत्राशोषधनव्यये5पि गृहिणी धत्ते मुदे, स्वस्नुषा- 
मूषां ணர்‌ कशामपि वरां मत्वाभ्यसूयत्यहो ॥ ६२ ॥ 
सञ्च (स्वगतम्‌ ) ईददशस्तत्त्ववेदी श्वशुरो मम भागधेयादासीत्‌। 
सुगु--श्तात ! खीमिर्जामातरि ढसौहृदादिभिर्मवितव्यमेव, यज्जीवितजीवित 
ஏன; कण्ठसूत्रम्‌ | ; 
सुशी--वत्स | स्नुषाजीवितजीवित ae விளி | 


इति निरुक्ते विचारितः स्चुषाशब्दः द्वादशाध्याये ட सु अपत्यं तत्सनोति सम्भजत इति तत्र 
எண்ண | अथवा स्नुशब्दोऽपि अपत्यनाम तत्सनोति इति तत्र महेश्वरटीका ட एवमपि 
எனனை केवल Gases न सुलभम्‌ । “आत्मा हि दाराः सर्वेषा 
दारमंग्रशवर्तिनाम” (२.३७.२४) इति रामायणवचनानुसारेण तु स्ुषापुत्रयोरेकात्म्य 
सुबचम्‌ ॥ ५९ ॥ 

१. वामेति। वामा प्रतीपशीला स्री । यतस्सा वामा et दुद्दितुभतरिं स्वतनयाद्वरं 
मनुते, तत्कारणात्केवळ स्वयम्‌ अवरस्य जामातुः कि रत्वम्‌ SAA स्यात्‌ ॥ ६१ ॥ 

२. यद्यदिति। சாணி बराम्‌ अल्पामपि Set मत्वा अभ्यसूयति ü ६२॥ 

३. तातेति। यज्जीवितजीवितं यस्य जामातुः जीवितमेव जीवितं प्राणा; यस्य तत्‌ 

ஏன: कण्ठसूत्र माङ्गल्यतन्तु; ॥ 
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सुगु- तत्र विशेष; स्फुरति । स्नुषाजीवितस्य हानो हृतजीवितमपि என்ன்‌ 
` पुत्रस्य पुनः स्नुषान्तरसम्पादनेनोजीविष्यति। न तथा दुहितुः कण्टसूत् 
जामातृजीबिता | 
सुशी- वत्स | 
१खिन्नस्य दारविरहात्तनयस्य भूयः 
सम्पाद्य कामपि वघूमपरां भवेताम्‌ | 
किं fiat प्रवयसौ वयसा पतिं या 
BY] न जात्वननुरूपमिहानुरज्येत्‌ ॥ ६३ ॥ 
सुगु--*तात | पश्चादागता स्नुषा साध्वी यदि, वयसाननुरूपे पत्यौ मन्दानु- 
रागापि, कथं श्वशुरौ वृद्धो नारात्स्यति ? 
सुशी ! 
भर्तयननुरक्ता ளி कथमाराधयिष्यति | 
श्वशुरो यद्यपि सती anal मुवि ॥ ६४ ॥ 
सुगु--तात! किं वादेन बहुना ¦ यत्‌ करणीयं ततन्निदिशतु भबान्‌ | 
सुशी-- 
कुटुम्बे कलहः स्याच्चेत्‌ तज्जनस्य एथक्‌स्थितिः | 
गृहाधिपतिना कार्यी श्रेयो वंशस्य काङ्क्षता ॥ ६५ ॥ 


सुगु--यथा रोचते ताताय। ale चिरोषिते रुचिरे मन्दिरेऽरिमन्निवसतु माता | 


निरशेषळव्धभोगाया जरत्या अपि दुर्मतेः | 
उचितस्सदने जीणें निवासो न तु सुन्दरे ॥ ६६ ॥ 


3. खिन्नस्य इति । या वयसा अननुरूपं पतिं ஊன न जातु अनुरण्येत्‌॥ ६३॥ 
२, तातेति। नारात्सग्रति नाराघयिष्यति ú 
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सञ्च- (mea) सुशील इति यथार्थनामा श्वशुरः। परं तु वचनमस्याङ्गी- 
कृत्य नाथो मातरं निर्यापयिष्यति यदि, महत्यपम्रथा भवेद्दारवशतया 
मात्रे द्रोग्वीति । 

सुगु-- (पुरतो eg) तात 1 वत्सा भगिनी त्वरितमुपसरति | 

सुशी--जननीमप्यतिशेते வள ! 


( प्रविश्य ) 
அண (ராணு तात | सोदर ! कुतो युवां मे मातरमुपेक्षेथ १ 
अनन्यनाथा हि a | 
सुगु-भब्रे ! किमेवं भाषसे ! 
दुख दुश्चेष्टितं सोढुमशक्नुवाना 
वध्या हद्योर्बीष्यकणान्‌ वहन्ती | 
रात्रिदिवं ताम्यति कैश्चिदेव 


RARA प्राप्स्यति कारुधर्मम्‌ ॥ ६७ ॥ 
(इल्यश्नणि ஏண்‌ । ) 
सुशी--वत्से ! इतः परं प्राप्य एव जनन्या ते कालघर्मः | 
दुले--तात | तव ga स्नुषास्तीति ஈனி WEST! का गतिमें £ 
सुशी--अस्ति ते गतिः परमा पतिमाता | 
दुरू--सा हि मयि समारोप्य दौगुण्यं पेशुन्यमाचरन्ती दयाझून्यह्ृदया तनयेन 
मां निरवासयत्‌। तदपि मे मातुर्मनो दुनोति | 
सुशी--1एवमेव स्वक्कतस्नुषानिभेन्ध;' तत्मसूमपि दुनुयादिति कुतो न जानाति 
ते जननी š 


1. Ms, निबन्ध; । 


१. एवमेवेति। एवमेव यथा तव निराकृति: erunt दुनोति, तथैव त्वकृत- 
स्तुषानिबेन्धः निरन्तरं स्वक्ृतस्चुषाबाधा तठासूमपि स्वुषामातरमपि. दुनुयादिति sat न ते 
जननी जानाति ॥ 
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दुले--वधूवच:प्रत्ययस्त्वामेवे वादयति । अथवा. என वचनमादरणीयमेव 
भवता । | 
ஊனம்‌ ள்‌ ௪ पूरितं पित्रा। । 057 
परिहितमतीव मृदुना रम्येणानधवाससा प्रेम्णा ॥ ६८.॥. . 
सुशी--वस्से |. त्वदीये ag: - किंमदममिरढङ्कतम्‌ , . किं परिहितं எர? 
हन्त | नारीणामतृप्तता विषयेषु | 
बसनायेदं वित्तं दातव्यं भूषणायेदस्‌। |. 
भाजनकृते ममेदं देयमिति स्यं हरत्यहों கேள. ॥ ६९ ॥ 
வின்‌ मेरौ जनकेन AA 
` समर्पितायामपि चासमुद्रस्‌। . _ 
अतृप्तिभाजो वनिताः कदापि g 
न चिन्तयन्ति स्वसगभ्यदेन्यस्‌ ॥ ७० ॥ ` 
आस्तामेतत्‌ | अन्यदिदे me ` i 
fa: सबैखमादाय भार्या प्राप्तामपि स्वयस्‌। 
जामाता weet ' पित्रा कि ते दत्तम्‌? इति ब्रुवन्‌ ॥ ७१ ॥ 
सञ्च - (स्वगतम्‌ ) यथानुभवं व्याहरति श्वशुरः | | 
दुल--सोदर | यदुच्यते तातेन तन्सुषेव | कदाप्येवं न-विगंहते हि भवान्‌ 
मम प्रजावतीस्‌ | 1 
qu — (ated எரி add ।) 
gut -वत्से! दुर्मेघसोदुहितृजामात्रे: कथितं SAPAA | 
सुगुणा ततया निजेन पित्रा... .. Vae s 
मितमयथ गमितापि तृप्तिमेति | Nui 
த UE. न्या 
4 என इतिं। यस्याः emra, पित्रा तत्पित्रा । परिहितं परिघापितम्‌, ॥ ६८ ॥ 
२ दत्तेऽपीति amai: सोदराः ॥ ७० U 


5--5 
CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


90 SAMSKRITÀ RANGA ANNUAL 
सुगुणो रमणश्च पुत्रिकाया: 
ன்‌ तृप्तमना घिनोति वाक्यैः१ || ७२ ॥ 
सुशी--वत्से | किमत्र वादेन £ किमभिघत्ते सबित्री z 
हुलू--अनया स्नुषया समं न वस्यामीति | 
सच्च (स्वगतम्‌ ) दिष्ट्या ममाशयमनुरुत्य वदति எ: । यतः- 
२जीणेऽपि पर्णसदने विपिने निवास 
அரசா विनापि சர்‌ सकृदस्तु पेया। 
` मा भूत्‌ कुडुम्बकलहे सति सौधवासो ` 
सृष्टानभुक्तिरपि वा न हि तेन सौख्यम्‌ ॥ ७३ ॥ 
सुशी--वत्से | तव प्रजावतीं कुत्रचित्‌ परत्र எண்‌ निवासयामः | 
दुले--तदेवामिम्रेत मातुः | 
सुशी--(सक्रोधम्‌ ) यदभिंप्रेति दुराशा न तत्‌ करिष्यामि । ततः 
पर्या्तमशनायास्यै मासिं मासि मयार्पितम्‌ | 
आदाय Gagat बिम्रती कापि वततास्‌ ॥ ७४ ॥ 
दुले — Aa: परं [मे] जातुचिदपिं वा ममात्रागमन मात्रा सह वासं चामिलष- 
सीति स्फुटमासीत्‌ | यतः तदुद्रभरणमात्रपर्या्ं दास्यामीति त्रवीषि | 
सुशी--वत्से! मेवं वादी: | *मुहुरागत्य भवत्या எள सममत्र वस्त्ये वसन्त्या 
पतिगृृवासनिषेन्धश्रान्तिः परिहतव्या | 


१, सुगुणेति । रमणश्च पुत्रिकायाः जामाता ॥ ७२ ॥ 


२. जीणेऽपीति। श्राणा कज्ञीति विदिता | © यवागुरुण्णिका श्राणा ° SAAT | 
तेन सौधवासेन च ॥ ७३ ॥ 
^ ३. नेतः ` परमिति ட तस्या उद्रभरणमात्रपर्याप्ष, न तु- आवयोईयोरिति ॥ 


मुहुरिति ARI 
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दुळे--हा पाप ! कथं परिहारो मम எணன்‌ मांतृशून्ये भवने எற்ற 
पिण्डमश्षन्त्या; ! ; 
सुशी- भत्रे | यदि मन्यसे तथा, मुहुरागता मात्रा सममन्यत्र वसन्ती सुखामास्व | 
तदानी त्वदथमधिक दास्यामि । ; . 
दुरू--पातकिन्‌ | मां भृत्यामिव मन्यसे ! 


सुगु-- भद्रे ! 
१यावतो5थस्य वृद्धया स्यादुभयोः काल्यापनम्‌ | 
स सुख दीयते तावान्मात्रे सम्प्रति नौ समम्‌ ॥ ७५ ll 

दुळं--(स्वगतम्‌ ) इद कुशलाय मे । यतोऽनेन சாண वित्तस्य वृद्धौ 
विनियुज्य सडूमहतो5वशिष्टन धनेन निर्मिमीत माता मे भूषणानि। 
(प्रकाशम्‌) SUQ | எணண तथा समाधास्ये जननीस्‌ | 

सुगु- वत्ते | न React गुरुजनः | यथा रोचते तत्रमवत्ये तथा wd- 
मुद्यतोऽस्मि | RM 8 

दु --(सत्वरं निष्क्रम्य मात्रा सह प्रविश्य) (अपवार्य) अस्ब | मा-मम बचो 
मुचः। ,अस्मंदनुकूलमेवेद संविधानम्‌ | 

दुरा--वत्से ! प्रथममिदनद्वीकुवती भवामि। ced கார்‌ केचिदयमेव 
समयः । 

ஏரி नमयन्‌ वते |) | 

सुगु--अम्ब 


१, यावत इति । स तांवान अर्थः नौ आवयोः मात्रे संममेकपद एव. THEA 


दीयते॥ ७५ ॥ பப்டி 
२, यतं इति । अनेन भ्रात्रा सुगुणेन । Tat विनियुज्य quad ஈன | East 
என்னை quu aa वर्तेनम्‌ , efe मूषर्णनम!णमितिः' भाव: || 
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दुरा--रे मूख ! अलमम्बेत्यामन्त्रणेन । 
शय्यासनं समारूढा ये जजाप त्वदन्तिके | 
_ அணக एवासीद्वछभायास्तवाधुना || ७६ ॥ 
सुगु--अम्ब ! मा स्म कुप्यः मह्मम्‌। सवै तातस्य संविधानम्‌ | 
सच--(स्वगतम्‌ ) भगवन्‌ | मम भर्तार मा कारषीर्मातृशापपांसुरूम्‌ | 
ஊன | तमपि वशीचकार चातुर्येणानार्या | 
सुशी--रण्डे | तस्या गुणास्सैमपि साधुजन वशीकतु शक्नुवन्ति | 
दूरा--*जरसा नष्टधिषणो जनक; प्रलपेत्तव | 
“~. * ऊरीकरोषि तद्वाक्यं यद्यनायस्त्वदस्ति कः ॥ ७७ ॥ 
सुशी- हतके | 
பாளர்‌ योवनमधुना भूयो छब्ध्वा विमासि बुद्धिमती | 
'सुगुणामपि यस्मात्त्वं द्विषती எட்‌ बहियीसि ॥ ७८॥ 
दुरा--जरठ | š बहिय्याहि । नाहं निर्यास्यामि | 
दुले--(अपवाये) अम्ब ! समयोऽयं मदर्थं यत्‌ किमपि लब्धुम्‌ | 
दुरा- रे दुरात्मन्‌! सचरित्रादास | னான मातु्िर्यापनभवं gi | 
निर्यामि बहिः । पूतां त्वत्पत्नीमनोरथ: | 


னள नयनवत्परिपालिता मे 
इ्येन नो எனக विभूषणेन | 


१- इन्तेति। तमपि श्वञ्चरमपि। अनार्या எனி स्नुषा सचरित्रा | 
` २. जरसेति। . अनायः त्वदू त्वत्तः कोऽस्ति ॥ ७७॥ 
३. गतमपि इति । जरसा नष्टचिषण इति आत्मनः जरोदाहरणहूप मुपालम्भमसृष्यन, 
तद्भर्ता सुशील: सपरिहासं எச்‌ जरतीं सतीं भार्यामेवमाह » यद्यपि तवापि यौवनं. गत मेन, 
quf என்ன ஈன எனின்‌, ततः पुनडेब्चयोवना of ரர इति ॥ ७८ i 
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अस्यास्त्वया मणिमयी रशनाद्य कार्या e 
रकषाङ्गदे च रुचिरे सहसा विधेये ॥ ७९ ॥ . 
शुगु--अम्व ! नातिक्रमामि ते वचनम्‌ | 
सुशी--पापे ! सर्वे वित्त சார்‌ दापयित्वा चिकीर्षसि पुत्र निस्वस्‌ ! 
दुरा--जरठ! कुतो न सहसे दुहितुरानन्दस्‌ t 
पुण्याः पुमांस एते ये तावदूमूषणेभबे; पुत्रीस्‌ | ` 
भूषितवपुषं इष्टवा प्रणमन्ती ௭௭ हृष्यन्ति ॥ ८० ॥ ` 
सुशी--१पुत्रीनामा मूषिका जन्मगेहात्‌ 
किचित्किचिद्वस्तु गूढं eter । 
என்‌ नाम न स्याहिळं S< 
मार्गो यस्य त्रासहानिं विधत्ते ॥ ८१ ॥ 
सध्य - (दूरतो वीक्ष्य) (स्वगतम्‌ ) दिष्टया anqa समागच्छति; येषा मथि 
प्रणयकारुण्यवती | 
(भविश्य) 
எண்டா | कि चिन्तयसि t p 
दुरा--कि चिन्तनीयमस्ति £ j 
आशैशवान्मम कर स्वकरे निघाय | 
या त चिरादिह विहारसुखान्यवापः |: 
at त्वां वघूमम पटुवशतामनेषी- 
A केवळं विमुखतामपि मय्यमन्दम्‌ ॥ ८२ ॥ 
तव तस्यामीइशप्रणये हेतु न जाने| : 


१. पुत्रीनामेति । जन्मगेहात्‌ स्वपितृशुद्दात्‌। என मातृवक्त्रनामकबिलस्य 
att: त्रासददानि पुत्रीनामकमूषिकाया: जासहानि: विधत्ते चौयेमयमपाकरेत्‌ | ¿e l! 
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चारु--तद्गुणं विना என்‌. dg: । उक्तं हि. ‘Age: शुद्धानां 
भ्रवमनभिसन्बिप्रणयिनः? इति ॥ 

दुरा--अयि | यतो निन्दसि माम्‌, अभिनन्दसि तां नितान्तम्‌ , त्वमपि विलम्बं 
fire fia स्नुषया बहिनिर्यापिता भव | २(इत्यङ्गुढीनिष्पीडयति |) 

सुशी चण्डे! दण्डेन त्वां प्रहरिष्यामि यदि वक्ष्यसि स्नुषया निर्यापि- 
तास्मीति | mf स्वगुणैबेदिर्यामीति | 

हुरा--जरठ | किं जह्पसि स्नुषावश्चितः š 

सुशी--(दण्डमादत्ते | ) 

सुगु-(पितरं निवारयति 1) 

दुले--*हा पापे | प्रजावतीव्यपदेशिनि | त्वदथ माता ममेदं कष्टमनुभवति | 
तृप्य तृप्य । 

चारु--(दुराशामपसारयति 1) 

दुरा--दुमेते पुत्र ! किमुत्तरं मम पुत्रीमूषणकरणे : . 

सुगु--तदथै पर्याप्त froma ददामि (इति मातुः पादयोः पतति |) ` 

चारु--(तिरोहितायाः सचरित्राया मुख स्तम्मपाइवे ன समुपसरेति संज्ञापयति।) 

(उपसरति सचरिता ।) : 

चारु- मन्वे ! वन्दस्व UHR 

सञ्च (तथा करोति ।) 

१. उक्तं हीति। मुरारिणा अनघराधवे १, ५८॥ 


२. अङ्गुलीनिष्पीडयतीति शापाज्ञिकसूचकाजु भाव: | 


३. चण्ड इति । यदि न वक्ष्यसीति पाठ आदर्श इःयते। नन्‌ तत्र छेखकप्रमादेन sara । 
अथवा यदि नो वक्ष्यसीति स्यात्‌। எ: अस्मान्‌। 


X. हा पापःइति। a oe... 
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दुरा--(सुख तिरोधत्ते 1) 
चारुू---अचिरादगुणसम्पन्न तनयं नयशाल्निम्‌ | 

प्राप्नुहीति सरि ae प्रणमन्ती स्नुघामिमाम्‌ ॥ ८३ ॥ 
दुरा- சோர) यथा कथं वा भवतु। squa सद्यो wag? 

ளி: | (प्रकाशम्‌) वत्से ! यावः | (इति सह पुच्या निष्कान्ता 1) 
सुशी--वत्स | गच्छावो निर्णीतकार्यनिर्वाहाय | 

(इति सहपुत्रो निष्क्रान्तः |) 

चारु--भंद्रे ! भूयः कि ते प्रियमुपहरामि ! 
WW ஈன शपथ दिष्टया श्वश्रर्याता सहात्मजा | 

त्वदुपायान्महाभागे समाप्त मये्सितम्‌ ॥ ८४ ॥ 
तथापीदमस्तु भरतवाक्यस्‌-- 

पद्मनाभपद्पङ्कजमक्तिः 

्रादुरस्तु परमत्र नराणाम्‌ | 
सेव सवविपदां परिहत्री 
सन्ततं वितनुयात्‌ कुशलानि ॥ ८५ ॥ 

अपिं च-- 

१अस्य श्रीकेरलेन्द्रत्य बिप्रभक्तिरनश्वरा | 

इश्वरे जगतामस्तु भक्तिश्वाप्यनपायिनी ॥ ८६ ॥ 

(इति निष्कान्तास्सवें I) 


1. Ms. लभ्येत 
q. अस्येति। சிகா fasméfrenrs श्रीरामवमेणो बा, akrama 
श्रीरामवभ्षेणो वा वळिःकोयिल्तम्पुरान्‌ श्रीकेरलवर्मेणो वा u 
इत्यं सुन्दररानीयस्तुषाविजयरूपके 1 
राघवो लाघवेनेव लिलेख लघुटिप्पणीम्‌ ॥ 
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इति पवनतनयप्रसादविवर्तासु श्रीवरद्राजनन्दनसुन्दरराजकूतिषु 
स्नुपाविजयास्यप्रवन्धो ये इश्यस्समापतः ॥ 
॥ हरिः ओम्‌ ॥ 


நி 
| 
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" NEWS AND NOTES 


A. Productions : 


Under the auspices of the Madras Natya Sangh Drama 
Training Course held at the Museum Theatre on 5th Dec. 1967 
there were, as part of the practical training, productions of Tamil 
English and Sanskrit plays. Under the last category, the Samskrita 
Ranga produced two one-act plays of Bhasa, Madhyamavyayoga 
and Dütaghatotkaca 


The Mudraraksasa,"by the nature of its theme and treatment 
is a play difficult to produce and has therefore been rarely 
presented on the stage. It has also no relieving features like a 
love-theme, ‘the .presence of women characters and the 
Vidusaka. But because of the gripping interest of the plot and 
intricate weaving of the incidents and development of action, it 
holds its own place as a unique drama. The Samskrita Ranga 
produced this play on 28th March 1971 at the Vivekananda College 
Auditorium in connection with the Silver Jubilee Celebrations of 
the Kuppuswami Sastri Research Institute, Madras. There was 
a large audience:that comprised scholars from all parts of India 
who had come to participate in the Silver Jubilee functions. The 
production: was pronounced a success and Prof. K. A.S. Aiyar, 
Vice-Chancellor, Lucknow University, who presided on the 
occasion, spoke in appreciation of the play. The production was 
supported by the Central Sanskrit Board. 


At the first International Sanskrit Conference of the Ministry 
of Education held in the third week of March 1972 at New Delhi, . 
the Samskrita Ranga was privileged to produce for the International ` 
audience on that occasion the Ranga President's new Sanskrit 
play in ten acts, the Anarkall, at the Mavlankar Auditorium. The 
play was on the well-known theme from the Moghul Court stories, 
thelove of Prince Salim for the slave girl in the royal harem 
Featuring a number of Muslim characters, the play brings out 
the all-round spirit of integration that was evident at the time 
of Akbar in liferature, art, religion and society. f 
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Earlier the same play was presented in Sept. 1968 at the 
Museum Theatre, Madras, on the occasion of the celebration of 
the Shashtyabdapurti of Dr. V. Raghavan when Prof. Sher Singh, 
| Minister of State for Education, Govt. of India, presided. Again 
| in the same Museum Theatre, the Anarkali was presented in Jan, 
1969 under the auspices of the Madras Natya Sangh as part of the 
Drama Training Course when the leading figure of Tamil Stage, 
Sri T. K. Shanmukham, M.L.C., presided. Dr. C. D. Deshmukh 
| was also present on the occasion. The play was subsequently 
| published by the Samskrith Ranga, and it also obtained two first 
prizes and was widely praised in the press. 


For the first time again, the Ranga presented the Karpuracarita 
| Bhaga (Monologue) of Amatya Vatsaraja on 7th Feb. 1974 at the 
| K.S. R. I. premises. Dr. K. Ganesan played the solo role 
| admirably. The production was part of the Endowment Lecture 
on Sanskrit Drama in the name of the Ranga President under 
the auspices of the Ranga. 


| The Avimaraka of Bhasa which had not been tried on the 
| stage, was taken up for production by the Ranga during 1975. 
As the production was scheduled in the International Women’s 
| Year, the play was enacted by an exclusive women's cast. The 
| actual production came up on 1001 Jan. 1976 at the Venkata 
Auditorium, Bharatiya Vidya Bhavan, Mylapore, Madras. 
Extracts from the reviews of the production are given elsewhere 
in this Annual. The production was supported by the Central 
Sanskrit Board. 
A. I. R. 
On 18th April 1974, the Karpiiracarita Bhāņa was presented 
on the. A. I. R. 

. A scene from the Avimaraka (Act IIT) featuring the hero 
passing through thé city-streets in the night and stealing into the 
private apartments of the heroine was also produced by the Ranga 
on the A.I. R. on 3rd June 1976. 

B. Lectures 
Mis Patricia Butterfield of U.S., who studied Sanskrit for 


some time in Madras with Dr. V. Raghavan and Dr. S. S. Janaki 
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made a donation for a fund in the Samskrita Ranga for an aunual 
lecture on Sanskrit Drama in honour of the 61st Birthday celebra" 
tions of the President of the Ranga. The first lecture under this 
Endowment was delivered by Dr. P. B. Acharya of the Govt. 
Arts and Commerce College, Indore, on 24th June, 1971, at the 
K. S. R. I. premises. The subject of the lecture was ‘The Cyclic 
Pattern in the Sakuntala”. Sri K. Chandrasekharan presided. 


The second lecture under the above Endowment was delivered 
by Dr. S. S. Janaki on 7th Feb. 1974, at the K.S.R.I. premises on 
“The Bhana asa Play-form’. As already mentioned, the lecture 
was followed by the actual presentation of a Bhana. Prof. 
P. Thirugnanasambandhan, Registrar of Madras University, 
presided. i 


The third lecture under the same endowment was delivered 
by Dr. (Mrs.) Sita Narasimhan of the University of Cambridge, 
on 27th Aug. 1975, at the K. S. R. I. premises, on ‘The Tragedy 
and Indian Aesthetics’. The meeting was held under the joint 
auspices of the Ranga and the Samskrita Academy. Sri 
K. Chandrasekhanan presided. 


Besides these Endowment Lectures, Dr. F. Seltman of 
Stuttgart spoke under the auspices of the Ranga on April 22, 1968, 
at the K. S. R. I. premises on ‘Indonesian and Indian Shadow 
Play - Some Comparisons °. 


C. Publications : 

The sixth volume of the Samskrita Ranga Annual was issued 
in 1972 as a special felicitation volume in honour of the President 
of the Ranga. In connection with his 618६ Birthday Celebrations, 
a number of articles on Indian and Asian Theatre had been 
received from scholars in the field in India and abroad and it was 
thought that it would be appropriate to take out a special volume 
the Ranga Annual as a Festschrift for Dr. V. Raghavan. The 
volume was accordingly brought out in 1972 in 252 pages and 
carrying 21 articles covering Sanskrit Drama and Natya Sastra, 
traditional Theatre of Indis, Modern Sanskrit Play, and the 
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| theatres of Burma, Malaya and Japan, and also shadow-play in 
| India and outside. The Volume has been received well; extracts 
| from some of the reviews are given elsewhere in the present volume. 


The ten-act play Anarkali which was produced on the stage 
| thrice, as reported earlier, from its manuscript, was published by 
| the Ranga in 1972. Extracts of some of the reviews of the play 
| appear elsewhere here. 


D. Anarkali Awards : > 

The new Sanskrit play Anarkahjin ten-acts by the President 
of the Ranga, already referred to was the recipient of the 
two first awards named after Kālidāsa by the Governments of 
U.P. (1974) and M.P. (1975) for the foremost creativé work in 


Sanskrit. 
ç * * * 


| E. A Seminar on East-West Theatre Arts was held from October 
24 to 30, 1966, at Delhi. The seminar was organised by the 
Bharatiya Natya Sangh in collaboration with the National 
Commission: for UNESCO and the Ministry of Education, 
N. Delhi. Dr. V. Raghavan presented a peper “Indian 
Classical Concept of Total Theatre’, which has been published 
in the Ranga Annual V. 


| On the same topic, the A.I.R. Vijayawada conducted a 
| symposium on 28th March 1976 and Dr. Raghavan presented 
the paper “Total Theatre-The Classical Sanskrit Theatre’. 


* * * 


F. From Oct. 12-15, 1975, the centenary of the pioneer of Tamil 
Amateur Stage, prolific writer of Tamil plays and actor connected 
with the Suguna Wilasa Sabha, Madras, namely, Judge 
P. Sambanda Mudaliar, was clebrated in Madras by the Madras 
State Sangita Nataka Sangam. On behalf of the Ranga Dr. 
Raghavan participated in the celebration and contributed an 
article in Tamil on Sanskrit Drama in the volume of essays 


brought out on the occasion. 
* * 8 
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G. Sanskrit Drama Seminar in U.S. 

From March 19 to 23, 1974, an International Seminar on 
*Sanskrit Drama as Produced' was organised by the Asian 
Studies Program of the University of Hawaii, Honolulu, Mrs. 
Raehal Van M. Baumer and Prof. James R. Brandon, Professor 
of Drama, were in charge. The following participated : 


Dr. V. Raghavan, Madras; Prof. Ludo Rocher, Pennsylvania ; 
Dr. Edwin Gerow, Chicago; Dr. Harold Powers, Princeton; Dr, 
Farlay Richmond, Michigan; Dr. Brysky, Polland. The local 
scholars who participated were Dr. Maurer and Dr. Eliot Deustch. 
Among those who contributed papers but who could not attend 
were Dr. Clifford Jones and Darius L. Swam. 


The seminar opened with the comprehensive paper by 
V. Raghavan entitled “Sanskrit Drama in Performancc’. 
Rocher dealt with the Textual tradition of Bharata’s ‘Natya 
9४78 ', Powers with ‘the Music in Ancient Indian Drama’, 
Gerow and Deutsch with ‘the Rasa theory’ and Jones with ‘the 
Sanskrit Drama tradition in the temples of Kerala.’ 


The Svapnavasavadatta of Bhasa} was produced by the local: 
students in English translation, under the guidance of Mrs. 
Shanta Gandhi. : 5 


The University of Hawaii Press has undertaken to bring out 
the papers of the Conference in a book-form. 


Following the Seminar, Dr? Raghavan who toured U.S. and 
Canada, gave lectures.at more than one University centre on the 
Sanskrit drama, its production and its aesthetic value. 

a? * : * 


H. Kidiyattam Project: 

Dr. Clifford Jones and Mrs. Betty Jones who have been 
students for long of Bharata Natya; Kathakali, etc. are engaged 
at present in a project of producing a documentary film of the 
Sanskrit drama tradition in Kerala called Kudiyattam. In 
addition to the film, reading materials relating to the art, are 
also assembled in original and translation. The Smithsonian, 
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English translation and Introduction of the Ascaryacudamani 
ef S'aktibhadra, which is part of the Kudiyattam repertoire, are 
being contributed to this documentation by Dr. V. Raghavan. 
For the Pratimanataka of Bhasa, similar materials are being 
given by Dr. K. K. Raja. 

* * * 


| 
| among other Foundations, are assisting this project. The text, 
| 
| 


THE SAMSKRITA RANGA, MADRAS 
Ninth and Tenth Annual Reports 1966-67, 1967-68 


The Eighth Annual Report of the Samskrita Ranga was 
presented at the Eighth Annual General Body Meeting held on 
Monday, 27th November 1967 at the premises of the Music 
Academy, Madras. The Report for the years 1966-67 and 
1967-68 were presented १६३ the Ninth Annual Meeting (14th 
Jan. 1969) at the Woodlands Hotel, Mylapore. 


Income and Expenditure : 


During 1966-67 the Samskrita Ranga received Rs. 5/- by 

subscription; Rs. 73.55 by sale of Ranga Annual; Rs. 83.80 from 

| Madras Natya Sangh as part of the payment for the translations 

| of Bhasa's dramas and Rs. 384.75 from Central Sanskrit Boards 
| by purchase of Ranga Annuals. 


| During 1967-68, the Ranga received Rs. 181/-by subscriptions, 
i Rs. 142.10 by sale of publications of the Ranga, anda ‘contribution 
of Rs. 254.57 from the Natya Sangh for the production of Bhasa's 
two plays, Madhyamavyayoga and Dutaghatotkaca. 


Two noteworthy items during the year were the benefit dance- 
recital of Srimati Priyamvada Sankar and the play Anarkali by tho 
President of the Ranga. For the benefit dance-recital, an amount 
of Rs. 1801 was collected by sale of tickets, donations and adver- 
tisement charges in the Souvenir got up for the occasion out of 
which 1227.88 was expended. For the production of Anarkali; 
an amount of Rs. 1646.25 was“ collected by sale of tickets» 
donation and advertisement charges in the brochure published on 
the occasion and an amount of Rs. 1260/-from the Central 
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Sanskrit Board. Out of this, 1990.74 was spent towards the cost 


of the production of the play. The Ranga thanks the donors for 
their contributions. 


We record here with deep regret the demise of the following 
members of the Ranga - Sri K. Seetharama Rao, a patron of the 
Ranga, E. Krishna Iyer, ‘a great lover of Sanskrit stage, Sri 
G. Venkatachalam, one of our Vice-Presidents and Smt. Renuka, 
an active participant in the Ranga's productions who passed 
away under tragic circumstances in London. 


Benefit Recital : 

Smt. Priyamvada Sankar, a Member of the Ranga, who had 
taken leading roles in the productions of the Ranga, gave on the eve 
of her departure to Canada to join her husband, a Bharata Natya 
recital in aid of the Ranga on 2-1-68 at the Mylapore Fine Arts 
Club. Thls was attended by a large gathering of connoisseurs of 
art and foreign students and admirers of Indian music and dance. 
'The recital consisting mostly of Sanskrit pieces was very much 
appreciated. Sri K. Chandrasekharan felicitated the artiste, gave 
her the good wishes of the Ranga and hoped she would continue ` 
to give dance-recitals in U.S. and Canada. Smt. M.S. Subba- 
lakshmi presented to Smt. Priyamvada a memento on behalf of 
the Samskrita Ranga and those present. 


A Souvenir was brought out on the occasion containing, 
besides the detailed programme of the Dance-recital, an account 
of the activities of the Ranga and its productions and special 
articles in Tamil by Dr. V. Raghavan and Dr. S. S. Janaki on 
subjects pertaining to Sanskrit Drama. 


Productions : 

On 5-12-67 under the auspices of the Madras Natya Sangh, 
as part of their Theatre Workshop programme two one-Act 
Sanskrit Plays, Bhasa's Madhyamavyayoga and Duta-ghatotkaca 
were presented by the Samskrita Ranga. Both the productions 
were well received by the public and the Press 

A noteworthy event in 1968 was the Shashtyabdapurti of 
Dr. V. Raghavan, the President ofthe Ranga. In this connection 
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a celebration committee was formed at Madras. The Committee 
eo-opted all the institutions and cultural bodies with which Dr. 
| V. Raghavan was associated and held a public meeting on 22nd 
August 1968 at the Music Academy with Dr. C. D. Deshmukh as 
the President. The Samskrita Ranga also had the honour of 
participating in the celebrations. 


In connection with the same event, Anarkali, a full-length 
Sanskrit Play by Dr. V. Raghavan was staged on 1—9—68, by the 
Ranga at the Museum Theatre, Egmore. Prof. Sher Singh, 
Minister of State for Education, New Delhi, who presided on the 
occasion, said that Sanskrit had played a great part in the national 
integration and that it should be revived. He added that this 
play, particularly the Din-I-Ilahi of Akbar with which it opened 
showed the way to such integration. The Minister paid a tribute ' 
to Dr. Raghavan who, he said, was not only a distinguished 
scholar but also a creative writer in Sanskrit. The production 
showed how Sanskrit was a living language and could be used for 
themes such as that of this play dealing with the Moghul court. 


A brochure was brought out on this occasion giving, in addi- 
tion to a detailed synopsis of Anarkali and an account of the 
Samskrita Ranga, _¿ticles by Dr. Usha Satyavrat of Delhi Univer- 
sity and Dr. S. S. Janaki on the plays in Sanskrit and Tamil by 
Dr. V. Raghavan and his work in the field of drama. 


Publications : 

Besides the above brochure and the Souvenir in connection 
with the benefit recital, the fifth Number of the Samskrita Ranga 
Annual for 1964-65, 1965-66 was issued during 1966-67. 


On 22nd April 1968 their was a lecture by Dr. F. Seltman 
‘of Stuttgart, under the auspices of the Ranga; on “ Indonesian 
ர்‌ and Indian Shadow Play-Some ` comparisous > at the 
| ` K. S. R. Institute. 


The production of Anarkali was assisted by the Central 
Sanskrit Board who gave a grant of Rs. 1260/-(One thousand two 
hundred and sixty) only, and also by. several friends and members 
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ofthe Ranga who gave donations. The Ranga tenders its thanks 
to them. 


Meetings: 


The Eighth Gencral Body Meeting of the Ranga was held on 
27—11—67 at the premises of the Music Academy, Madras with 
the President of the Ranga in the chair. After Tea, the Annual 
Report and the Audited Statement of Accounts, for the Financial 
year 1965-66 were presented and adopted. 


The following were elected as Office-bearers at the Meeting: 


President: Dr. V. Raghavan. 
Vice-Presidents : Mrs. Indira Ramadurai. 
Prof. P. Thirujnanasambandhan. 
Trustees: Sri M. M. Gurunath and T. S. 
Rangarajan. 
Secretaries : Sri C. S. Sundaram. 


Sri S. Rajagopala Sarma and 
Dr. K. Ganesan. 


Treasurer : D. S. S. Janaki. 


Exec. Committee : Dr. K. Kunjunni Raja, Prof. T. K, 
Venkateswaran,  Sris. V. L. Seturaman, A. Thiruvengadathan, 
R. Ramasubrahmanya Iyer, S. Viswanathan, H. Vaidyanathan, 
T. N. Gopala Sarma, E. P. Aravindakshan, Mrs. Suryakumari 
Dwarakadoss, Mrs. Mythili Raman and Kum. E. R. Rama Bai. 


The Executive Committee of the Ranga met four times during 
this period. At the meeting held on 9—11—67 the draft Annual 
Report and the Audited: Statement of Accounts for the year 
ending 15th November 1966 were presented and approved. It was 
resolved to stage two one-Act plays of Bhasa, Dütaghatokaca and 
Madhyamavyayoga under the auspices of the Madras Natya 
Sangh and explore the possibilities of arranging for a dance recital 
by Smt. Priyamvada Sankar, for augmenting the funds of the 
Ranga. 

S—13 
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The Statement of Accounts of the benefit recital by Smt. 
Priyamvada Sankar was placed before the Committee at the 
Meeting held on 2—2—68 and was passed. 


Acknowledgements: The Ranga is thankful to the Central 
Sanskrit Board for their financial assistance, the Madras Natya 
Sangh for including under their Theatre Workshop programme 
presentation of some of the Sanskrit plays and their translations, 
to the authorities of the Music Academy and the K. S. R. Institute 
for permission to hold the Meetings in their premises, to the 
visiting scholars who gave talks at the Ranga, to the parties who 
kindly gave advertisements for the Souvenirs of the Ranga and 
to the friends and members of the Ranga who had helped in 
various ways the work of the Ranga during this period. Special 
thanks are due to Sri K.S. Parthasarathi C. A., who audited 
the Ranga Accounts free of charge. 


THE SAMSKRITA RANGA, MADRAS 
Eleventh Annual Report 1968-69 


The Ninth and Tenth Annual Reports of the Samskrita Ranga 
were presented at the Ninth Annual General Body Meeting held 
on 14-1-1969 at the Woodlands Hotel, Mylapore. The Ranga 
presents now their Annual Report for the year 1968-69. 


Income and Expenditure : 


During 1968-69 the Samskrita Ranga received Rs. 60/- as 
Donations, Rs. 17-91 by sale of Ranga publications, Rs. 400/- 
from the Madras Natya Sanga towards partial expenses for the 
presentation of Anarkali under the Theatre Workshop programme. 
A sum of Rs. 1102.41 was spent for the production of Anarkali 
under the auspices of the Natya Sangh and Rs. 183 on the 
Annual Day celebrations of the Ranga. 


On 7-1-1969 under the auspices of the Madras Natya 
Sangh, Anarkali, a Sanskrit play written by the President of the 
Ranga, Dr. V. Raghavan, was produced at the Museum Theatre 
for the second time as part of the Theatre Workshop Programme 
of the Madras Natya Sangh. Thiru T. K. Shanmukham, M.L.C. 
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was the chief guest. Dr. C. D. Deshmukh was present on the 
occasion. Thiru Shanmukham and Dr. Deshmukh commended 
the play and praised the work of the author in writing a 
Sanskrit play, based on a Muslim story and producing it 
effectively and complimented the actors for their talents in 
portraying the different characters, especially those of Akbar 
and Anarkali. 


On 14-1-1969 the Tenth Annual Meeting of the Ranga was 
held at the Woodlands Hotel, Madras-4 when the 9th and 100 
Annual Reports for the years 1966-67, 1967-68 and the Audited 
Statement of Accounts for the same period were passed and 
adopted. The occasion was availed of to give a send off to Dr. 
S. S. Janaki, Treasurer of the Ranga, who was leaving for Oxford 
for further research work.  Messrs. K. Chandrasekharan, 
D. Ramalinga Reddy, Mrs. Rajam Ramaswamy, Mrs. Indira 
Ramadurai and Sri T. K. Venkateswaran spoke wishing her bon 
voyage and success in her research work. In reply, Dr. Janaki 
said she was going to work on an exhaustive study of the 


monologue play, Bhana. 


In her place, Mrs. Suryakumari Dwarakadoss, Lecturer in 
Sanskrit, S.I.E.T. Women's College, Madras was appointed 
Treasurer of the Ranga. ° 


On 27-7-69 the Executive Committee of the Ranga met at 
the Kuppuswami Sastri Research Institute and resolved to make 
arrangements to celebrate the Annual Day and explore the 
possibilities of presenting Vigskhadatta’s Mudrarakgasa on the 
It was also resolved to bring out a Special Volume of the 
ial in honour of the President's sixty-first 


stage. 
Samskrita Ranga Anm 
birthday. 

On 7-8-1969 the Executive Committee met again at the 
K.S.R. Institute. It was resolved to send a letter for financial 
aid from the Ministry of Education, N. Delhi, for the presentation 


of the play Mudraraksasa. 


We are glad to report 
play and for bringing out th 


that grants for the presentation of the 
e Ranga Annual have been received 
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from the Ministry of Education, New Delhi. The rehearsals for 
the play Mudraraksasa are going on and we hope to be able to 
present it at the end of June or beginning of July 1970. The 
printing of the Special Volume of the Ranga Annual will be taken 
up shortly. We are also glad to report that several papers on 
Sanskrit Drama, Indian traditional drama and Asian Theatre 
from Indian . and foreign experts have been received and some 
are being prepared and sent to us. 


Special Endowment 
Miss Patricia Butterfield, an American student of Sanskrit 
and a friend of the Ranga has given the Ranga Rs. 1000/-for an 
annual lecture called Dr. V. Raghavan’s Sixty-first birthday lecture 
on a subject relating to Sanskrit, Indian or Asian Theatre. It Is 
proposed to inaugurate the lecture this year itself in August or 
September. 


The President helped some foreign theatre students and 
experts who visited Madras or wrote to him for information and 
guidance. 


Office-Bearers : 

The following formed the Executive Commettee of the Ranga 
during the year: 

President : Dr. V. Raghavan. 


Vice-Presidents : Prof. P. Thirugnanasambandhan, 
Prof. A. Shanmuka Mudaliar. 
Mrs. Indira Ramadorai. 


Trustees : Sri M. M. Gurunath. 
Sri T. S. Rangarajan. 
Secretaries : Sri C. S. Sundaram. 


Sri S. Rajagopalan. 
Dr. K. Ganesan. 
Treasurer : Mrs. Suryakumari Dwarakadoss. 
Members: Sri U. Venkatakrishna Rao, Sri T. N. 
Gopal Sarma, Mrs. Kamalam Unni, Sri R. Ramakrishna Iyer, 
Mrs, McenakslÀ Natarajan, Sri. S. Ramanathan, Kum. V. 
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Ranganayaki, Kum. R. Vedavalli, Kum. Maitreyi, Sri. B. 
Krishnamurthi, Sri V. L. Sethuraman, Kum. E. R. Rama Bai, 
Sri E. P. Aravindakshan, Kum. R. Priyamvada and Sri K. M. 
Ananathanarayanan. 

Acknowledgement : 


The thariks of the Ranga are due to Miss Patricia Butterfield, 
the Central Sanskrit Board, the Madras Natya Sangh, the 
Kuppuswami Sastri Research Institute and other friends and 
patrons of the Ranga’s activities. 


THE SAMSKRITA RANGA, MADRAS 
Annual Reports for 1969-72 


The Annual Report of the Samskrita Ranga was presented 
at the General Body Meeting in Jan. 1970 at the K. S. R. Institute, 
Mylapore. The Ranga is now (11—12—72) presenting a further 
Report for the years 1969-72. 


The period under report has been one of quiet and. sustained 
work on some major undertakings like the collection of material 
for a special Number of the Samskrita Ranga Annual, preparation 
for the production of the difficult Muararaksasa and the President's 
play Anarkali for a further.production, as also for its publication. 
The Ranga also helped during this period some of the members 
with initiative to do their own productions with the expert advice 
and over-all guidance of the President and some other members. 


Productions : 

Kumari Kanaka who had been actively participating in the 
Samskrita Ranga-productions since 1960, presented Kalidasa's 
Malavikagnimitra as a dance-drama on llth November 1970 at 
the Kalidasa-Festival, Ujjain. The President of the Ranga edited 
the text of the Malavikagnimitra and also gave general guidance 
and help in its production. Sri B. Krishnamurthi, another active 
Ranga-Member set the music for the play: The dance-drama was 
awarded the Rolling Trophy for the best cultural show during the 
Samaroh. .At Madras this dance-drama was presented by the 
Ranga on 30th December 1970 at the University Examination 
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Hall, Chepauk, in connection wit 
the National Book Trust. 


h the National Book Fair of 


On 28th March 1971, Vigakhadatte’s Mudraraksasa, a 
difficult and rarely produced drama, was presented by the Sams- 
krita Ranga at the Vivekananda College open-air stage in 
connection with the Silver Jubilee Celebrations of the Kuppuswami 
Sastri Research Institute. It was a great achievement and a major 
success of the Ranga. The learned audience of Pandits and 
scholars from Madras and different parts of India, as also Prof. 
K. A. S. Aiyar, the chief guest of the day, commended the 
presentation. This production of the Ranga was made possible by 
the financial assistance from the Central Sanskrit Board, Ministry 
of Education, New Delhi. The following participated in the 


play: 


Sri. S. V, Chalam, Pt. V. Kutumba Sastri, Dr. K. Ganesan, 
Sris. R, Sundararajan, B. Vaidyanathan, A. Tiruvengadathan, 
T. र. H. Sundaram, V. Ramaratnam, A. Vasudevan, K. Subrah- 
maniam, V. S. Sundararajan, R. V. Ramani, G. Balasubrah- 
manyam, T. N. Govindarajan, Master H. Venkataraman, 
E. Ayyappan, P. M. Chandrasekharan, M. L. Narayanan, 
P. Govindarajan and Kumari R. Usha. 


It was the great privilege of and a matter of deep satisfaction 
to the Ranga that the play Anarkali of Dr. V. Raghavan could 
be presented at Delhi on 30th March 1972 at the first International 
Sanskrit Conference organised by the Ministry of Education. 
At the Mavlankar Auditorium a packed gathering of Indian and 
foreiga Sanskritists witnessed the play and appreciated the 
production as a unique contemporary masterpiece on a Muham- 
madan theme with emphasis on the ideology of integration and 
harmony and commended the superior direction and acting. Dr. 
K. Ganesan, Sri K. Subramanian and Kumari Kanaka were ' 
specially marked out by one and all for their excellent represen- 
tation of the leading roles of Akbar, Salim and Anārkali. Other 
participants in the play were: Smt. Lalita Nagarajan, Sris. 
A. Tiruvengadathan, R. V. Ramani, S. V. Chalam, . T. R. H. 
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Sundaram, P. K. Rajagopala Iyer, V. Ramaratnam, Dr. K. Ganesan 
Sris. R. Jayaraman, V. L. Seturaman, S. Chellappa, B. Vaidya- 
nathan, T. V. Prasanna Venkatesan, T. N. Gopala Sarma, 
T. Madhava Rao, Kumaris R. Usha and M. S. Sabita, Sri R. K. 
Raman and Smt. Rajalakshmi Santanam. 


On this occasion a brochure containing the summary of 
Anarkali, the cast, the details of the Ranga's activities and two 
articles, ** Dr. Raghavan as a playwright" and “ Dr. Raghavan's 
contribution to drama ” was brought out. 


On 22nd November 1972 Kumari Kanaka put up 1881105585 
Kumarasambhava as a dance-drama at Ujjain in connection with 
Kalidasa-festival. Dr. Raghavan and Dr. Janaki helped her in 
the Sanskrit text of the  Kumürasambhava and  Vidwan Sri 
B. Krishnamurthi set the Music. This presentation, too, was 
awarded the rolling trophy. 


Lecture : 

The *Dr. V. Raghavan Shastyabdapurti Endowment Lecture 
on Sanskrit Drama” was delivered on 24th June 1971 by Dr. 
P. B. Acharya, Asst. Prof. of English, Govt. Arts and Commerce 
College, Indore. This was the first of the Lectures under this 
endowment created by Miss. Patricia Butterfield of U.S.A., a friend 
and or admirer of the S. Ranga and allied Sanskrit activities. 
Speaking on ‘The cyclic pattern in the S'akuntala? Dr. Acharya 
dealt with in detail the impress and effect of the cycle of seasons 
on the characters and situations of Kalidasa's Sakuntala. Sri 
K. Chandrasekharan presided at the meeting. 


Publications : i 

The printing of the Samskrita Ranga Annual Vl, a special 
bumper number in honour of Dr. V. Raghavan containing articles 
on Sanskrit Drama, traditional Indian theatre and the theatre of 
Asia by scholars from India, Europe and America was completed 
and issued. The volume carries 21 articles. comprises 251 pages 


and has 16 illustrations. 
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The ten-act Sanskrit play Anarkali of Dr. V. Raghavan, which 
was successfully enacted thrice by the Ranga-members from its 
manuscript, was also printed with the financial aid of the Central 


Sanskrit Board and published. 


Other Activities : l 
During 1971 the President of the Ranga went on his second 


tour round the world. Visiting the U. S. S. R. as a delegate of 
the Govt. of India he established further contacts with Sanskrit 
scholars and specialists in the field of drama. 


From January 1969 to June 1971 Dr. S. S. Janaki worked at 
Oxford on a dissertation on the Bhana with special referenco 
to the Caturbhüpi and her Thesis was accepted by the Oxford 
University for the award of the D. Phil. Degree. 


Office-Bearers : 


The following formed thc Executive Committee of the Ranga 
during the year : 


President : Dr. V. Raghavan. 
Vice-Presidents : Mrs. Indira Ramadurai. 

Mr. P. Thirugnanasambandhan. 
Trustees : Mr. M. M. Gurunath. 

Mr. T. S. Rangarajan. 
Secretaries : Mr. C. S. Sundaram. 


Sri. Vazuthur Rajagopala Sarma. 
Dr. K. Ganesan. 
Treasurer : Mrs. Suryakumari Dwarkadoss. 
Members : Dr. Kunjunni Raja, Mr. T. K. Venka- 
teswaran, Mr. V.L. Seturaman, Mr. A. Tiruvengadathan, 
Mr. K. R. Ramasubramania Iyer, Mr. S. Viswanathan, Mr. 
H. Vaidyanathan, Mr. T. N. Gopal Sarma, Mr. E. P. Aravinda- 
kshan, Mrs. Mythili Raman and Mrs. E. R. Rama Bai. 
Income and Expenditure : 


The Central Sanskrit Board (Kendriya Samskrita Parishad) 
as in the previous year, has been the major financial supporter of 
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the activities of the Samskrita Ranga. They gave a grant of 
Rs. 2.000 for the staging of Mudraraksasa, Rs. 5,000 for the 
staging of Anarkali at Delhi and Rs. 1,000 for each of the two 
years 1969-70 and 1970-71 towards the printing of the Ranga 
Annual. The details of expenditure for 1969--70 could be seen 
from the two audited statements of account for that year. 


Acknowledgements : 


The Ranga is thankful to the various members and actors who 
contributed to the success of the work of the Ranga and its produ- 
ctions, the Central Sanskrit Board for their financial assistance, the 
Kuppuswami Sastri Research Institute for permission to use their 
premises for drama-rehearsals and lectures, Sri P. P. Gururaja 
Upadhyaya for auditing the accounts of the Ranga and the 
members who had offered their whole-hearted assistance. 
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"THE SAMSKRITA RANGA, MADRAS 


Receipts and Payments Account for the “Ranga Annual ” 


1969-70 
n 
Receipts | Payments 
Rs. P. Rs. P. 
To By 
Grant from-Minis- Cost of paper 463 50 
try of Education Printing charges 1,286 30 
and Y. S., Govern- Typing charges 150 00 
ment of India, New Proof - reading 
Delhi. 1,000 00 charges 200 00 


Contribution by 
Samskrita Ranga — 1,099 80 


Rs. 2,099 80 Rs. 2,099 80 


This is to certify that the above Statements are true and 
correct. The sum of Rs. 1,000/-granted by the Ministry of 
Education and Youth Service on 8th April 1970 was utilised for 
the purposes of the journal ‘‘ Ranga Annual - 1969-70 ”. 


GURU & Co., 
K. GANESAN Chartered Accountant. 


V. RAGHAVAN, C. S. SUNDARAM, Mrs. SURYAKUMARI, 
President. Secretaries. Treasurer. 
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THE SAMSKRITA RANGA, MADRAS. 


Receipts and Payments Account for the 
Ranga Annual 1970-71 


—ə  -————s—IOT F Ta 


Receipts Payments 
III LL Nk EN NEN 
Rs. P. Rs. P. 
To Grant from By Printing charges 2,319 70 
Ministry of Educa- , Block - making 
tion and Social charges 28] 85 


Welfare, Govern- 
ment of India, 
New Delhi. 1,000 00 
» Contribution by 
Samskrita Ranga 1,601 55 


2,601 55 2,601 55 


— n 


This is to certify that the above statements are true and 
correct. The sum of Rs. 1,000/.granted by the Ministry of 
Education and Social Welfare on 24—11—1971 was utilised for 
the purposes of the Journal 1970-71. 


GURU & Co. 
Chartered Accountants. 


V. RAGHAVAN S. S. JANAKI Mrs. SURYAKUMARI 
President Secretary Treasurer 


| CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


HF 


THE SAMSKRITA RANGA, MADRAS ரி 


Receipts and Payments Account of Production of 
the Sanskrit Play **Mudrarakshasa?' on 28th March 1971 
MESES ES SRS ISNA UBT SN 
Receipts Payments 


Rs. PO Rs. P. 


To Government 
Grant 2,000 00 Conveyence and 


„ Sale of Tickets 200 00) canteen charges 
,, Deficit met for participants 
out of donations for  rehearsals 


from Samskrita (1969-71) and 
Ranga Members final production. 1,088 67 


ecis | Postage 96 50 
and frionas 12 2 Theatre rent 188 00 
Lights and:Mike 80 00 
Costumes, Setting 
| and Make-up 382 00 
| Stage Articles 28 61 
। Printing charges 180 00 
Photo charges 105 00 
Musicians 200 00 
Production char- 
ges 200 00 
I Preparation of 
1: । Script 150 00 
| Stationery and 
| typing charges 176 69 
Miscellaneous 107 25 
2,982 72 2,982 72 


As per our report of even date. 
GURU & CO., 


Chartered Accountants 
Mrs. SURYAKUMARI . 


V. RAGHAVAN S. S. JANAKI 
Treasurer. 


President. Secretary. 
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THE SAMSKRITA.RANGA, MADRAS 

Receipts and Payments Account of the prodaction of 
SANSKRIT PLAY * AVIMARAKA " ON 10th JANUARY .1976 
_— C nt P l E ———  --——.n 


F Receipts 


——— 


To Government 
grant 

„ Sale of tickets 

,, Donations 

» Advertisements 

» Deficit met from 
Samskrita Ranga 

- Fund 


218 


70 


` 2,782 70 


V. RAGHAVAN, 
President, 


Payments 


By Conveyance to 
participants 

, Catering on the ` 
day of production 


, Postage 

, Theatre rent 

„ Costumes, setting, 
make-up, light and 
mike 

,, Stationery and 
Printing 

,, Proof-reading 
charges 

,, Preparation of 
scripts and copies 
for actors 

,, Typing charges 

» Production 
charges 

, Musicians 

» Advertisement 

, Photo charges 

» Miscellaneous- 
servants, stage 
assistants, 
pooja, etc. 


Rs. 


596 
323 

25 
100 

75 
200 
120 


31 
240 


145 


P, 


` 00 


00 
00 


00 


75 


80 


00 


00 


00 


00 


00 


50 
00 


65 


2,782 70 


Examined & found correet 
GURU & CO., 
Chartered Accountants. 
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KSEMISVARA’S NAISADHANANDA * 


Prof. A. K. WARDER 


Professor of Sanskrit, University of Toronto, 
Toronto, Canada. 


It is appropriate that this is a V. Raghavan Sastyabdapirti 
Lecture, since he has been so active in the recovery of plays 
supposed to be lost, such as the Udattaraghava and Agamadambara, 
and in reconstructing others from quotations. Some years ago 
Dr. Kunjunni Raja reported in an article! that he was in possession 
of a transcript of Ksemigvara’s Naisadhananda, which had been 
believed lost, although Peterson had seen a manuscript of it in 1884. 
Writers on the history of literature had declared that Peterson's 
manuscript appeared to be lost, though it is not known whether 
anyone actually tried to find it. The above transcript was from a 
manuscript in the Anüp Library, Bikaner, and was made for the 
late Dr. C. Kunhan Raja. In 1972 Dr. Kunjunni Raja asked me in 
Madras, during my tour in search of manuscripts, to collaborate 
with him in editing the play from his manuscript, particularly as 
there was a great deal of Prakrit in it which was difficult to extract 
from the scribal errors. By good fortune, almost immediately 
afterwards, in January 1973, I found a manuscript in Jodhpur 
having the colophon sampürpam ceda(m) naisadhanandam nama 
nütakam. The first leaf was missing and the author nowhere 
mentioned, but on reading the manuscript I saw at once that it was 
the play I had read in Dr. Raja’s copy. The prospects for 
a satisfactory edition of the play thus improved greatly and after 
a somewhat protracted correspondence we received a photocopy of 
the Jodhpur manuscript in Madras in February 1977. Meanwhile 
I have attempted to trace the manuscript seen by Peterson, who in 


_*Dr. V. Raghavan Sastyabdapürti Lecture on Sanskrit Drama 
at the Samskrita Ranga, Madras, on 19th March, 1977. 
. 1 Annals of Oriental Research, University of Madras. IX. i-ii. 


RY 
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his Third Report states only that it was in Bandi, not in whose 
possession it was. I have ascertained that there is no such 
manuscript in any of the five Jaina temple libraries in the town but 
am still working on a further possibility on the basis of information 
received in Kota. Meanwhile we have only the beginning and end 
of the text seen by Peterson, printed by him in his Report. 


We have collated this Peterson text with the two manuscripts 
in our possession and found that the three are independent, so that 
a fairly early form of the text could be constituted from them. 
From the two manuscripts we have, a reasonably good text can be 
constituted, since they fill each other’s lacunae (which are small, 
the biggest is a half verse missing in Dr. Raja’s copy, 
supplied by the Jodhpur text). It may be noted that all three 
‘manuscripts were preserved in Rajasthan, where evidently the play 
enjoyed some popularity among the Rajputs during the late medieval 
period. Ksemigvara’s other known play, the Candakausika, had 
a much wider circulation during that period, manuscripts of it 
being found in many parts of India, including Kerala. 


The manuscripts write the author's name as Ksemi$vara, not 
Ksgeme$vara as one would expect, apparently a colloquialism. He 
is generally placed in Kanyakubja in the time of the Gurjara- 
Pratihàra Emperor Mahipala in the tenth century, since he mentions 


a Mahipala in the prastavana, though not the dynasty nor the city, 


Some Easterners have claimed that the reference is to the Pala 
emperor of the eleventh century (which would place Ksemi$vara in 
Magadha or Bihar) The Naisadhananda manuscripts give us no 
further information on this point, so we need not now enter into 
this controversy. It is quite clear that the two known plays are by 
the same author, since both end with the same two bharatavakya 
verses (pramuditasujana.... and yenadi$yd prayogam .. . ) The 
colophon of Candakausika calls him Aryaksemigvara; one 
manuscript of Naisadhananda calls him Srimahakavi- but the 
prastāvanā has in that manuscript simply Arya- and in the.other 
Acürya-. Thus it is not clear whether he was promoted mahakavi 
between writing the two plays and the Naisadhananda was later 
In the Candakausika the sutradharais commanded by Mahipiladeva 
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KSEMISVARA'S NAISADHANANDA कार 


to perform the play. In the Naisadhananda the command is given 
by the parisad. ; 


The Naisadhananda is a nataka in seven acts and a longer play 
than the Candakausika, which has only five. It is the oldest play 
available on the well-known and very popular story of Nala, found as 
an upakhyana in the Mahabharata. The next oldest is by Ramacandra 
in the twelfth century, who gives a Jaina interpretation of the story. 
Several plays were written on it later, mostly in South India, and it 
is very popular in Kerala in kathakali form. Sagaranandin (290) 
and Bahuripamigra (on Dasarüpaka III. 38) refer to a play in eight 
acts entitled Nalavijaya, which may be earlier but.seems to be lost. 
According to Sagaranandin, since the conventions excluded the | 
showing of the loss of a kingdom on the stage, in the Nalavijaya 
the disaster is simply reported by two minor characters in an 
introductory scene, pravesaka. We shall see that Ksemiévara is not 
quite so scrupulous about this convention and presents the disaster 
in an act. 


Ksemiávara presents , practically the whole story of the 
Nalopakhyana, from Damayanti’s svayamvara, Nala’s loss of his 
kingdom to his brother through gambling, his exile and 
abandonment of Damayanti, to his restoration and their reunion. 
It is evidently the union with Damayanti which is the objective of 
the action, the loss and recovery of the kingdom being incidental 
to this. Atthe beginning Nala is on his way to Damayanti's 
svayamvara. Later he is induced to abandon her but at the end 
she is reconciled to him through understanding what had 


happened. 


As already „mentioned, there is a great deal of Prakrit in 
this play, a fact worthy of further remark even in 8 brief account. 
In the prastavana the nati speaks Sauraseni. phere is also a nati 
in the garbhanka in Act VI, who appears again 10 Act VII. The 
vidasaka Salankayana, the vidyadhari Mayavati, Damayanti, her 
confidante Vidrumamala and her mother, à ceti, a pratihari, the 
two children of Nala and Damayanti and Rtuparga's Queen 
Madhumati, all speak Sauraseni. Moha, two candalas and a sabara 
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speak Magadhi. Thus there are twelve Sauraseni-speaking parts 
and four Magadhi-speaking, altogether sixteen Prakrit-speaking 
parts. There are no Sauraseni or Maharastri verses, but there are 
Magadhi verses. It may be noted here that the Cagdakausika also 
has quite a lot of Prakrit, consisting again of Sauraseni and 


Magadhi. 


The opening of the Naisadhananda is compressed dramatically 
by introducing Nala on his way to Vidarbha for Damayanti’s 
svayamvara, being driven in his chariot with his'vidiisaka. He is 
intercepted immediately by the gods, Matali bringing Indra’s 
command to Nala to act as messenger to Damayanti from the 
Lokapalas. He isto speak to her before her self-choice and urge 
her to choose one of the gods. To enable him to do this he will 
be ‘made invisible to the guards so that he can enter Bhima’s 
palace. He-cannot disobey this divine command and sadly 
continues on his way. 


THE SAMSKRITA RANGA ANNUAL 


In Act II Nala and the vidiisaka enter the palace garden, where 
they find Damayanti with Vidrumamala. After overhearing their 
conversation, and seeing from Damayanti’s reaction of shame to 
a remark made by Vidrumamala about himself that she is far from 
indifferent to him, Nala appears before her and delivers the 
message. He sees that Damayanti is not at all pleased to hear it. 


Act III is Damayanti’s svayamvara. Narada, the divine sage 
and busybody, arrives out of curiosity to see it, and especially to 
see the gods all disguised,as Nala so that the Princess may choose 
them. Damayanti enters with her mother and Vidrumamala. 
A man enters excitedly to report the arrival of the gods. The 
actual ceremony, with the gods reconciled to Damayanti’s choice 
of Nala and conferring boons on them, takes place off stage, 
the vidusaka reporting the scene. Nala and Damayanti enter 
together at the end of the Act. 


Ir .an introductory scene to Act IV Moha, Delusion, in 
bibhatsavesa, horrific dress, and Maya, Deceit, in vikrtavicitravega, 
dress which is beautiful but deceptive, are plotting evil in the 
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world, including Nala’s addiction to gambling with his brother 
Puskara. Itis remarkable that the female Mays speaks Sanskrit. 
Apparently this is part of her deceptiveness. The two evil spirits 
are disturbed, however, that Damayanti is still devoted to Nala. 
Damayanti then enters, deploring Nala's addiction. In this Act 
Nala loses everything; the scene is reported to Damayanti on stage, 
but Nala himself appears at the end. Nala and Damayanti then 
take off all their jewellery, which now belongs to another, and 
leave the palace. Nala will take Damayanti back to her home. 


In Act V Nala'scharioteer is returning, having taken the two 
children to Vidarbha already. He sees the countryside looking 
desolate because of the disaster and hears a candala reciting 
Puskara’s proclamation indicating that he is now king and that no 
one is to help Nala. The charioteer decides to go away to 
Ayodhya and enter the service of King Rtuparga during this 
disastrous time. The candala then enters with another candala 
and they see Nala coming with Damayanti. Because of Puskara’s 
proclamation the candalas cannot help Nala and leave him. Nala 
and Damayanti rest and Nala uses the boon given him by Varuna 
to bring clear water for Damayanti. Then Kali, the evil spirit of 
the present age, enters invisible, complaining aside of Nala's 
attachment to dharma and truth. He is annoyed to see Nala and 
Damayanti. still together and is determined to separate them. 
Damayanti, exhausted, sleeps and dreams, and Kali takes the 1 
opportunity to delude Nala into abandoning her. At this point 
a forest fire approaches: Nala staggers about in the smoke but 
does not think of helping Damayanti. She is awakened by the 
noise but in the smoke cannot see anyone. She tries to escape 
from the smoke and makes her exit. Nala, still on stage, 
remembers he can call upon another Lokapala, Agni, to stop the 
fire, and does so. Here the dragon Karkotaka enters, in the form 
of a python as the result of a curse, calling for help to escape the 
fire. Hesees the fire being stopped by Nala. Through seeing 
Nala, Karkotaka is restored to his own form as king of the 
bhujaügas or dragons in Patala or the Underworld. j He perceives 
that Kali is present, overpowering Nala or possessing him. To 
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drive Kali out, Kürkotaka bites Nala, covering him with his cloak 
uttariya (thc transformation evidently is to be effected by using the 
curtain) Nala emerges deformed (Kali is not yet dislodged, we 
find, but his power is crippled by the poison of the bite). 
Karkotaka explains to Nala that he.can now live incognito until 
Damayanti recognises him. The Dragon leaves and Nala sees that 
through fate he has abandoned Damayanti and been transformed. 


In Act VI Nala, under the name Bahuka, is a charioteer at 
Rtuparna's court. The kaficukin, chamberlain, invites him to 
come and see a play (sandarbha). Rtuparna and his Queen 
Madhumati enter; Bahuka is given a seat and Rtuparpa commands 
the actors to begin the piirvaraiga. The mandi, opening 
benediction, is heard off stage; then the s#tradhara enters. In an 
aside he remarks that he has been asked by ‘ Queen Damayanti’ to 
perform a play on her own story and to make sure that Bahuka 
sees it. He suspects that Bahuka is Nala. Then he announces the 
Svapnavaticita Nataka, the ‘Deceived while Dreaming’. 
Damayanti enters sleeping: it is the real Damayanti acting her 
own part in the play. She acts the scene of the forest fire, calling 
to Nala in the smoke and not finding him. But the fire stops. 
She continues lamenting Nala's disappearance, then she is bitten 
by a snake. A sabara enters, bow in hand, kills the snake and 
applies a remedy for the poison. But after saving Damayanti he 
wishes to make love to her, which she rejects. She escapes from 
him but-in despair wants to commit suicide by hanging herself with 
a creeper. All this of course Nala in the audience watches 
emotionally (there is no rasa for him, though Rtuparga keeps 
reminding him that it is a play!). A bodiless voice off stage 
checks Damayanti. After her exit, Rtuparna orders the chamberlain 
to reward the actors and Madhumati retires. An actress nati 
appears and Rtuparna asks her about the rest of the story, but she 
says it will not be finished today. Nala is dismayed that he will 
not find out what happened to Damayanti. However, the actress, 
seeing this, remarks that Damayanti is to hold another Svayamvara, 
to choose another husband since she could obtain no news of the 
first one. Nala is furious and does not want to believe it; he is 
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still more indignant when he,hears that Puskara is attending this 
svayamvara as one of the suitors. Rtuparpa declares that he too 
will go and that his charioteer Bahuka shall take him to the scene. 


KSEMISVARA'S NAISADHANANDA 


.. In Act VII the actress is on her way to report to Damayanti 
that Kali has left Nala’s body. Damayanti enters with 
Vidrumamals and the actress tells her that Bahuka is Nala. But 
Nala has gone to gamble with Puskara again and Damayanti fears 
he 18 stlll possessed by the dice. ` Then she hears from off stage that 
* Rtuparna’s charioteer’ has defeated Puskara with the dice and । 
won the kingdom from him. Bahuka enters with Rtuparga in the | 
chariot. The supposed charioteer then covers himself with the 
curtain and reappears as Nala. Bhima appears for the conclusion 
and then Kali. Kali is still suffering from the poison of 
Karkotaka’s bite, so he has now come to Nala for refuge. 
Everything is thus explained to Damayanti, who tells the suppliant ` 
Kali to rise up; he is healed. Thus Damayanti is reconciled to 
Nala and finally united with him. 


As already noted, this final reunion is the objective or karya 
in this play. The marriage of Nala and Damayanti in Act III may 
be taken as the garbha, embryo conjunction: it is a promising 
develapment but is not yet their final union because of the power 
of the evil spirits. The obstacle, avamarSa, is when Nala 
abandons Damayanti in Act V. The main rasa, the -aesthetic 
experience, is of course the srigara or : ‘sensitive’ arising: from the 
love of: Nala and Damayanti, D i 


The play follows the Mahabharata source quite closely, 
compressing its narrative into a drama. The most conspicuous 
novel.feature is the play within a play. This scene draws our 
attention to the point that Damayanti must be reconciled to Nala 
after he has abandoned her and that only this will bring the action 
to an end with their reunion. She loves him, but she must know 
what his real feelings are towards her (for this theme in a classical 
play we may compare the Uttararamacarita and the 
Tapasavatsaraja). The device also makes it possible for 
Ksemisvara to present the experiences of both Nala and Damayanti 
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immediately after their separation: Nala’s when it actually 
happens; Damayanti’s as a play (here again we are reminded of 
the Urtararamacarita, obviously the dramatist's main model) The 
characters of Moha and Maya are novel: in the source there is 
only Kali, whose appearance in the play is delayed until later. 
The various incidents in the forest episode and some other places 
have been unified into a dramatic plot from the somewhat 
‘discursive materials of the ancient narrative. The apparent 
reforming.of Kali at the conclusion is remarkable : it might suggest 
that Nala by his virtues has succeeded in making the evil Kali Age 
good for a time. The allegorical element in the play is strengthened 
by the parts. played by the other evil spirits, Delusion and Deceit. 
Their appearance is brief, but their evil is great, since they are 
responsible for Nala's addiction to gambling and for his defeat. 


Tn'this play Nala and Damayanti. are reunited through 
“Damayanti’s own efforts: This forms a contrast with the 
Tapasavatsaraja and Uttararamacarita just mentioned. There the 
reunions. are effected by others. But of course these three plays 
have entirely different stories apart from the common theme of 
separation and reunion and the necessity of reconciling the offended 
heroing, to the hero by showing her that he was not to blame. 


Ksemiévara ‘has fared badly at the hands of modern writers on 
Indian literature (so of course has‘ Bhavabhiti, for that matter, and 
Matraraja if mentioned at all; not-to speak of many others). ‘Even 
recently the editor of the critical edition of the Candakausika has 
declared flatly that the play is no good (unfortunately this edition is 
apparently not available in Madras and so cannot here be referred 
to more specifically). All this unfavourable criticism, however, is 
due simply.to the ignorance of most modern 'students of Indian 
theatre. about natya and the techniques of the classical drama. 
There isacurious inability to understand Indian plays and the way 
their plots are constructed, resulting in extraordinary assertions 
about Indian plays being undramatic and so forth. In actual 
fact Indian plays are usually, much more carefully constructed than, 
for example, Shakespeare's, which are so often taken as a standard 
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us ERE education, results in prejudice and incomprehension 
of the best things in anotherculture. The present case is also 
an effect of intellectual colonialism. 


^ It is noteworthy that in Ksemisvara’s two plays no one dies 
(this too might appear undramatic to a critic whose only models 
are Hamlet and the like). Even among Indian classical plays, 
though physical violence is usually not shown (being in itself 
undramatic, though its effects may be dramatic), there is plenty of 
fighting and killing.in the Rama plays, generally presented through 
its effects on spectators.. Even in the Uttararamacarita Siambika 
and Lavana die. But drama in this classical tradition is psycho- 
logical, not physical. Hariscandra is dedicated to an ideal, adhering 
to the truth, and the plot of the Capgakausika is about his pursuit of 
that ideal, for which he is ready to sacrifice everything else. The 
closest precursors of this kind of play are the Buddhist bodhisattva 
plays, such.as the Lokananda and the Nagananda, where the heroes 
similarly are ready to sacrifice even their lives for an ideal. Thus 
in, the Lokananda of Candragomin the hero sacrifices everything in 
pursuit of the ideal of generosity, the perfection of dana. He gives 
away even his wife and son. Candakausika is a kind of 
Brahmanical bodhisattva play, with a similarly dedicated hero: 
Buddhist idealism has been appropriated for Brahmanism. In both 
the Buddhist play and Ksemiévara’s the hero is tested, to prove 
that his dedication to the ideal is genuine, and triumphantly passes 
the test. This is the plot in either case, which in essence is simple, 
though elaborated to present the hero’s character and make the 
audience aware of his difficult struggle. 


The Naisadhananda might superficially seem to be similar, 
since Nala also loses everything but at the end is restored. But 
Nala does not pursue any ideal. He suffers because he succumbs to 
the vice of gambling, to deceit and to the further delusion produced 
by Kali. This could be regarded as a kind of allegory of human 
nature and life. His aberrations are personified as the evil spirits 
Moha, Maya and Kali. Thus he has real enemies present, though 
he is unaware of them until the end. They might be regarded as 
internal enemies in himself, and Kali actually possesses him. 
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Though Nala is described ‘as attached ‘to dharma and ‘truth, «his 
character might be considered that of an ‘average ‘good ‘man, an 
everyman, not that of a dedicated bodhisattva. What he pursues in 
‘this play is Damayanti. The evil spirits delude him for a time so 
that he loses -her. But he is soon .cured of his delusion by 
.Karkotaka. Damayanti finds that, he is- still devoted to her and 
takes him back. He too is.tested by Damayanti to prove his love 
forher. Thus, other precursors suggested themselves for „this 
play; above. 


By such. considerations as these we:can determine where 
Ksemiévara's plays belong in the. classical theatre of India. It is 
not simply.a matter of having plays on two heroes not otherwise 
presented on .the stage in the other early plays available. He was 
not the. first to write plays on them and his originality did not 
consist in his choice of sources. What we are to appreciate here is 
the interesting way in which the stories have been interpreted and 
plots have been created from them. It is the portrayal of human 
emotions and aspirations: which is what the classical Indian 
theatre is all about. t 
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CANDRAGOMIN'S LOKANANDA NATAKA 
By 
Dr. MICHAEL HAHN, Bonn, FRG. 


fee id E San , The play which creates joy for the people" - of 
om g A ranks with the oldest extant products of Indian stage. 

nly very few authors are definitely earlier than Candragomin - Agva- 
ghosa, Bhasa, and Südraka; Kalidasa seems to have been an elder 
contemporary of his. As Tegards the style LN belongs to the early classi- 
cal period of dramatic Poetry in contrast to the works of. playwrights 
of the later classical period such as Bhavabhüti, Bhatta Narayana, and 
Rajasekhara. Unfortunately not more than 11 verses of LN are preser- 
ved in Sanskrit; the remaining part of LN is available in an extremely 
defective Tibetan translation only. This may have been the reason why 
a scientific edition of this play being of importance to literary history - 
accompanied by a German translation - was published as late as 1974.! 
The following remarks on the author, material and contents of LN are 
essentially based on this publication. 


1, The author of Lokananda and his date. 


The author‘s name is mentioned five times in LN. The first time it 
appears in the stage-director's (sutradhara) prologue (prastivand) in a 
stanza which might have approximately read as follows : 


*prabaddham Candradisena kavinapirvanatakam | 
parisade *dya deksyamy aham lokanandanatakam || * 1.4 


Furthermore the author of LN follows the practice, which can 
occasionally be observed in Sanskrit poets, of mentioning one’s own 
name in an additional stanza at the end of each chapter, in this case, 
each act. Thus we find the name of Candragomin in 1.21, 11.22, 111.23, 
and 1४.35. In the Bharatavakya (V.48) he once again mentions his own 
name in the shortened form Candra by way of a kind of slesa: 


Bhavatu jagatam dharmamodah prabandhamahotsavah 
suciragupits mrtyor vandhya bhavantu manorathah | 

munijanakathagosthibandhaih *famamyta*varsibhih 
*{igirasubhagas candralokab* prayatu krtarthatam | V.48 


Inthe concluding stanza of the play following the Bharatavakya, 
the author, quite remarkably, gives himself the epithet of vitariga 
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(Tib. chags pa dau bral (ba), which is usually reserved for the Bodhi- 
sattva only. This internal evidence is corroborated by a remark made 
by I-Ching in the report on his journey to India. There he says: 


‘The great scholar Yue Kuan (‘moon-official’, that is Candra- 
gomin) from the East of India composed poetry about the crown 
prince P'i-shu-an-ta-lo (= Visvantara, erroneously for Mani- 
cüda) hitherto known as Su-ta-na, and all people sing and dance 
(the root nat !) throughout the five countries of India.” ° 


Thus there can be no doubt about the playwright's name. The form 
Candradasa in 1.4, instead of the more usual Candragomin, is presum- 
ably employed for metrical reasons. 2 

'This Candragomin may be identified with the well-known Buddhist 
grammarian Candragomin on the basis of stanza I.6 in the prologue of 
LN, as there it reads in the 3rd line: (unmetrical reconstruction 1) 


*yena vyakaranam krtam laghu ca yispastam ca sampurna ca. 
Just compare it with the introductory stanza of Candragomin's gram- 
matical works ; 
Siddham pranamya sarvajfiam sarviyam jagato gurum | 
laghuvispastasampurnam ucyate $abdalaksapam || 


In both cases, grammar is characterized as laghu, vispasta and 
sampurua. 

Finally there is another work which may be associated with the 
name of Candragomin, the Sisyalekha (“Epistle to the pupil") consist- 
ing of 116 stanzas (my counting). It is a letter in the form of an ornate 
poem which, according to tradition, was directed to a prince and aimed 
at converting him again to spiritual life. ° Not less than 9 stanzas of 
the S'isyalekha are to be found in LN: 


Lokananda Sisyalekha counting of Minaev/Vaidya 
JI 6 91 90 

15 69 68 

16 72 70 

19 74 72 

20 75 73 

21 66 65 

22 101 100 

23 102 - 101 
v 48 116 115 
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The Tibetan Tanjur contain 
ascribed to an author with the 
there are 35 sadhanas and rel 


s additional 55, mostly smaller works 
ae of Candra(gomin) Among them 
í ated works (e.g. spells against diseases! 
16 stotras and 4 further works belonging to various genres. In no case 
can the text cogently be ascribed to the grammarian, playwright and 
letter-writer, so that for the time being these works may be neglected. 


The question remains to be answered, when did the author of LN, 
Candravyakaraga and S'isyalekha live? For a long time this was the 
subject of controversy among various scholars, Particularly between 
S. Levi and B. Liebich. According to the most recent critical 
evaluation of the reliable historical facts, only tne 5th century may 
now be considered as Candragomin's life-time * His activity as a writer 
presumably lay during the period 425-475. This dating which has often * 
met with approval is in accordance with the stvle and the formal 
composition of LN. 


2. The material of LN and its tradition. 


Thanks to the works of L. de La Vallee Poussin, S. Lienhard and 
above all R. Handurukande °, the versions known of the Magicüda 
legend have now to a larger extent been published or at least have been 
analysed. 


In the introduction to my LN edition I have attempted to set up 
astemma of all the versions which had then been dealt with. The 
most important point in this connection is the assumption of the 
existence of two recensions of the legend, an extensive and a shorter 
one. Three texts gave proof of the extensive version (Lokananda, the 
source of the prose interpolation in Svayambhipurdna, Mahajjata- 
kamala ch. 49) and four of the shorter versions (Magicudavadana, 
Svayambhiipurana without prose, Avadanakalpalata ch. 3, Maņicūdā- 
vadanoddhrta). The two versions for the first time made known by 
R. Handurukande in 1976 may easily be integrated into this stemma : 
the version in Mapisailamahatmya is closely connected with 
the classical Manicidavadana and therefore belongs to the shorter 
version; the text from the Kapisavadana reveals characteristic confor- 
mities with the three texts bearing evidence of tbe extensive version, 
which in detail indicate a common source. This might be either the 
no longer extant Brhatkatha or an interposed text which has been lost. 
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The nine known versions of the 
diagram as follows : 
Recension A 
(Extensive version) 


Magicüda legend may be arranged in a 


Recension B 
(Short version) 
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The stemma reveals that there is one common representative of each 
of the two versions, in which the other versions originate. The common 
representative of the shorter version (recension B) is Magpicüdavadana 
(MA), the so-called classical prose text. The extract in Marisaila- 
mühàtmya heavily relies on it and the Paris manuscript of Svayambhü- 
purana too, largely follows MA. Manicidavadanoddhrta is more or 
less an adaptation of MA in Nevari, and Ksemendra created a tale in 
verse in Kavya style based on MA. 


Originally MA was presumably almost exclusively written in prose 
similar to the tales of Divyavadana with which it mostly agrees. In the 
present versions there is a total of 111 stanzas, out of which a greater 
number is taken from other works, e.g. from Aryasira’s Jatakamala °. 
The MA text tells the story of King Brahmadatta of Saketa and his 
spouse Kantimati who conceives a child. Her pregnancy longings 
consist of a number of meritorious acts like the giving of various gifts 
to the needy, feeding, medical care, and a sermon. Under wondrous 
circumstances a son with a miraculous crest jewel is born who therefore 
receives the name of Manicüqa. 


Having become king himself he has halls of alms erected “and 
admonishes the people to lead a moral life. Briefly it is mentioned that 
a sage with the name of Bhavabhiti living in the Himalaya finds a girl 
in a lotus pond, brings her up under the name of Padmavati and when 
she is grown up, the sage offers her as wife to King Manicida. He 
demands as reward that on the occasion of the presentation of his 
spouse Padmavati, the king shall perform a sacrifice and dedicate the 
merit resulting from it to him. Maniclida agrees, marries Padmavati 
and after some time a son, Padmottara, is born to them. 


One day he preaches a sermon to the people at which the four 
guardians of the world (lokapalas) rejoice to such a degree that they 
decide to help Manictida to become enlightened. He now performs the 
sacrifice of unrestrained giving (nirargada) to the benefit of Bhavabhuti 
to which, among others, the neighbouring king Dusprasaha is invited. 
At first a demon (raksasa) appears who demands food. As he insists 
on having fresh flesh Mapicüda, in spite of the general dismay, finally 
offers himself. The demon devours him almost completely before he 
discloses himself as Indra in disguise. King Manicuda's body is there- 
upon restored by a Satyakriya. Indra begs pardon for this trial. 
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Then Mapicida generously distributes further gifts and dedicates the 
merit to Bhavabhüti. 


Then the great sage Vahika enters and demands the wife and child 
of Manicuga as reward for his teacher Marici. Manictida complies with 
this request too and bids farewell to Padmavati and Padmottara. When 
the neighbouring King Dusprasaha demands the royal elephant Bhadra- 
giri which, however, had already been given to the priest Brahmaratha, 
a war breaks out and Saketa is besieged. Mapicüda has himself taken to 
the Himalayas in order to buy back Bhadragiri. Asa hermit he theie 
indulges in moral and philosophical reflections whereas the minister 
. Subahu defeats Dusprasaha and redeems Padmottara from Marici, 


Indra decides to test Manicida again. He sends the devaputra 
Dharma who, disguised as a hunter, takes Padmavati by force from 
Marici’s hermitage. Manicada hears her wailing and rescues her. 
Mara disguised as a young man tries to persuade Maniciida to return 
to Saketa with Padmavati but Maniciida sends her back to Marici who, 
however, releases her and sends her to Saketa by air. 


In Dusprasaha's kingdom plague has broken out. He sends five 
Brahmins to Mayicuda, who requests his miraculous crest jewel. 
Manictda gives it to them though, in doing this, his skull has to be 
cleft. The chief personages of the story gather round Maniciida. He 
emphasises that he does not regret anything and does not feel any 
hatred against anybody. By this satyakriyà he is cured again, returns 
to Saketa and lives there happily as king with his family, after 
Dusprasaha, in whose kingdom plague had now disappeared, has 
begged his pardon. 


The extensive version (recension A) differs from the one just 
described by the fact that the time from Mapicüda's birth to his succes- 
sion to the throne and his marriage, which are dealt with there in a 
very brief and summarized manner, is related in much more detail. 
Thus before his marriage he retires to the solitude of the forest and 
indulges in thoughts on renouncing worldly life, During this time 
Padmavati is declared Manicuga’s bride without bis knowing. This is 
done through the intermediary of Padmavati's friend Ratnávali who is 
a vidyadhari. She takes a portrait of Mapicüda to the hermitage, 
whereupon Padmavati falls in love with him. Later on Ratnavali 
shows a picture of Padmavati to Kantimati, Magicüda's mother. 
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Kantimati regards her as the appropriate daughter-in-law. When the 
wedding cord is taken to Maniclida, he at first refuses sternly to return 
to worldly life by marrying. Only the threat of Padmavati’s friends to 
commit suicide makes him change his mind. Then the marriage and 
the succession to the throne take place. The rest of the plot agrees with 
the shorter version. 


The exteusive version of the Maniciida legend is represented by four 
texts which do not seem to be directly dependent on each other but 
obviously originate in a common source, which was then modified 
according to the respective context. Unfortunately the adaptation-in 
the 49th chapter of Mahajjatakamala as such being quite extensive is 
incomplete due to the loss of various leaves; it seems to reproduce the 
common source quite faithfully. Thefore one has to rely on the 
remaining three texts, the prose interpolation in Svayambhupurana 
published by R. Handurukande, chapter 17 of Kapisavadana, and LN. 
Among them LN is certainly the most ancient text although its plot is 
necessarily adapted to the needs of the stage. In the following chapter 
the story of LN is to be as detailed as possible. 


3. The dramatized version of the Manicuda legend in Lokananda 
Nataka. 


LN begins with a prologue on the stage where one can still very 
well recognize the division into three parts, namely, benediction (nandi), 
prologue as such (prastavana) and prelude to the main plot (amukha). 
Then five acts follow which are linked up with each other by interludes 
of the pravesaka type (preceding the second, fourth, and fifth acts). 
The fifth act is concluded with the Kavyasamhara, the Bharatavakya, 
and a concluding stanza mentioning the author himself. 

In the following detailed analysis I shall particularly take into 
account the stanzas, the numbers of which are given in brackets. The 
numbers usually refer to the preceding sentence only. Furthermore 
I have subdivided the acts into individual episodes by the combination 
of a Roman numeral plus a small Latin letter. 


Detailed Analysis (Synopsis) 


Prologue ates ^ 
i ipti i i ddha is worship- 

Nandi : Description of the flowers with which Bu rshi 
ped (1). Description of the jealous daughters of Mara (2). Description 
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i of Buddha’s imperturbability, when, during the meditation which leads 
him to perfect enlightenment (sambodhi) various attempts are made to 
disturb him (3). 

Prastavana: The author of the play is Candradasa (4. He was 
born in the Jatukarna family in the East of India; although “unable to 
carry burdens’ (abha@rasaha', he was famous (5). He mastered several 
branches of knowledge and wrote a grammar (6). 


Amukha : The actress (nati) complains that her son wishes to enter 
the (Buddhist) order (7). The sutradhàra wonders if he may bea 
Bodhisattva, Description of a Bodhisattva (8). Through his merits he 
will become blissful (This is a hint at the happy ending of the play). 
Description of Spring in prose and verse (9); the latter gives the key- 
word cudamani. Description of Ratnavali staying behind in the hermi- 
tage (10). 


Act I 


La The vidyadhari Ratnavali enters the stage, praises the hero 
(without mentioning his name) and alludes to a portrait brought with 
her (11). She enters the hermitage and deccribes her girl-friends 
arriving there, Padmavati and Madhavi. Padmavati depicts her (in- 
Lb determinate) feelings of longing Ratnavali alludes to some inte- 
resting news thereby arousing her friends? curiosity; she has seen some- 
thing wonderful. When questioned she gives three (by repetition four) 
vague answers, finally she describes what she has seen by a slega stanza 
(12. The two girls? first guess is that it is the moon, their second, the 
god of love, Kama. Ratnavali tells them that she saw Manicida at 
Sáketa and that a portrait of Mapicüda at Saketa was stolen by 
vidyadharis. She announces that the girls, too, will see him and 
mentions his crest jewel and his being inclined to become an ascetic. 
At last she shows the portrait-so she herself was the thief! In a kind 
of pun (using both meanings of avadya) she says that Manicida has 
a fault; he cannot be addressed (is to be blamed’). (That is, 
of course, not his fault as he is not present in person.) Ratnavali 
continues her report : she had presented Padmiavati’s portrait to 
Manicida’s mother Kantimati who chose her as daughter-in-law. 
Unintentionally Ratnavali gives cause for Padmavati's grief by an ambi- 
guous use of ‘guru’; Mapiciida obeys his parents (that is, he will marry 


Padmavati); he feels attracted by the ascetics (that is, he will not marry 
Padmavati). 
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1.८ Bhavabhiti, Padmavati's foster-father, and his disciple allude 
to Padmavati's future motherhood (13). They miss her, They consider 
possible reasons for her disappearance (14, 15). Madhavi and 
Padmavati hide in the nearby forest for shame of their conversation. 


Ld Bhavabhüti becomes aware of Ratnavalt's confusion and 
questions her. But she is too bashful to explain the situation. Through 
meditation Bhavabhüti realizes it and praises Maniciida’s qualities of 
character. Madhavi reveals her joy (16). Bhavabhüti honours Mani- 
cüda's portrait with flowers. He praises the picture (17) and Mani- 
cüda s character (18). Bhavabhüti calls Madhavi and Padma vati, 


Le Bhavabhüti describes Padmavatr's innocent nature and asks 


her the reason of her bashfulness (19). He describes the midday 
rest (20). 


Concludine stanza: The play deals with a hero full of character 
(21). Interlude preceding Act II 


Pravesaka: The maid-servant Kuntalika enters and reports that 
Mapiciida’s parents have already performed the bridal ceremony with 
Padmavati's portrait (1) and that the people in expectation of the 
forthcoming marriage have decorated their villages (2). She tells 
Parnika, the second maid-servant, that Mapicüda has withdrawn to a 
penance-grove. Parnika does not doubt that he will obey his parents (3). 
Kuntalika informs Parpika that Gautama, the prince's friend and the 
Vidüsaka, was instructed to make the prince change his mind. 
Gautama's arrival is announced by the maid-servants. 


Act II 


(a) Gautama repeats to himself the queen’s instruction and 
imagines the consequences of Manicida’s childlessness - the extinction of 
the royal dynasty (4). He asks Manicida’s servant Marijula who is 
behind the scences where Mapicüda is to be found and describes 
flowers surrounded by bees. He wonders if Manicida was carried off 
by a vidyadhari. 

(b) After this cue Ratnavali enters and describes Padmavatl’s 
longing for the prince (5) and his distress. Unnoticed she follows 
Gautama who describes the artificial fountains and the pleasure - hill 
(krigdiparvata.) Ratuivall wants secretly to listen to Mapicuda and 
Gautama. ` 
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(c) Manictida deplores the insatiable desire for sensual pleasures of 
human beings (6). 


kasau gatir jagati ya 881880 na yata 

kim tat sukham yad asakrn na puranubhitam | 
kas tah 81988 capalacamaracarubasa h 

prapta na yas tad api vardhata eva ragah Il 


Ratnavali refers to the waterfall as the water-offering for the manes 
of her beloved friend Padmavati. Gautamar ealizes Manictida’s melan- 
choly. He describes a bee ona lotus leaf (^). Mapicoda regards the 
falling pollen as a symbol of fugitiveness (8). Gautama describes the 
peacocks covered with drops of water (9) which Manicuga considers as 
the embodiment of the stream of dharmas (10). Gautama deplores his 
failure to change the prince’s mind (11). 

(d) A maid-servant brings the marriage-thread. Gautama puts 
it on Magicüda whereupon Ratnavali draws the false conclusion that 
another bride is provided for Mapicüda. The maid-servant exit. 

(e) Gautama informs Manicuda ofhis now being married (12). 
Manicuga disapproves of the marriage and expresses his determination 
to become a hermit nonetheless (13). Gautama asks him why he pre- 
fers the forest to his kingdom (14). Mapicüda praises the pleasure of 
living in a forest (15, 16). 


kim sa ratir bhavati nandanabhümikasu 
divyanganajaghanamrstasilatalasu | 
ya mugdhamugdhaharini - gapasevitasu 
nihsangacarusubhagasu vanasthalisu || 
visalah Sailanam viratajanasampatasubhaga 
guha gadhabhoga haritavanalekhaparikarah | 
sarittirisannà murajamadhurair nirjhararavair 
na gamyah klesagner vayam iti vadantiva pathikan || 


Gautama reproaches him not to be pitiful towards his family. 
Manicuda replies that suffering comes to an end only when there is no 
rebirth (17). He mentions the reasons for being reborn (18). Gautama 
calls the sensual pleasures a law of nature. Manicida condemns the 
sensual pleasures as being worse -uan poison (19, 20). 
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apatamatramadhura visaya visam ca 
ghora vipikakatuka visaya visam ca 
mohandhaksragahani visaya visam ca 
durvaravegacapala visaya visam ca Il 
kamam visam ca vişayāś ca niripyamanah 
sreyo visam na visaya vigamasvabhavah | 
ekatra janmani visam visatam prayati 
janmantare "pi vigaya visalam prayanti || 


He refuses to postpone his decision (21). 


svah küryam etad idam adya param muhürtad 
[ etat ksanad iti janena vicintyamane | 
tiryagniriksanapisan gitakaladandah 

$aüke hasaty asahanah kupitah krtantah Il 


He praises the service done for the benefit of others (22). 


svayam ghasagrasam pasur api karoty eva sulabham 
yadrcchalabdham va pibati salilam gidhatrsitah | 
parasyartham kartum yad iha puruso 'yam prayatate 
tad asya svam tejah sukham idam aho paurusam idam || 


which is an essential characteristic of a noble man (23). 


yad alokam kurvan bhramati ravir a$rantaturagah 
sada lokam dhatte yad aganitabhara vasumati | 

na sa svarthah kascit prakrtir iyam *evapi* mahatam 
yad ete lokanam hitasukharasaikarasikah (2) Il 


Only an egotist-like Gautama - does not consider the distress of his 
relatives (24). He defines what he understands by ‘relative’ (25). He 
regrets that nobody asked him to do something for him, so tbat he has 
so far not been able to become a ‘place of refuge’ to anyone. Ratnavali 
uses this cue to take refuse with the prince. He assures her of his 
readiness to help (26). She requests his body; Gautama abuses her as 
‘poison-maid’ (visakanya). Mapiciida assures her of his protection and 
the fulfilment of her request (27) Ratnavali tells him that her girl-fri- 
end’s suffering can only be alleviated by seeing Manicada (28). He 
decides to set out immediately for the hermitage in the Himavant. They 
take the lamenting Gautama with them on their flight. Manicuda 
Gescribes the earth from the air (29, 30). Gautama asks silly questions 
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about the stars. Manictida desciibes the heavenly Ganga (31) Then 
the Great Bear (saptarsi) having been worshipped, Manicida’s marriage 
and fatherhood are announced (32). 


Concluding stanza: Candragomin writes a play illustrating the 
Buddhist doctrine (33). 


Act III 
(a) Madhavi depicts Padmavati’s grief and when turning round 
sees Padmavati, leaning on her friend Bindumati’s body. 


(b Padmavati blames Kama. She erroneously takes the dear 
friend who had arrived for Ratnavali who had returned and shows her 
excitement. Neither the cooling moonstone (Cendrakantamapi), nor 
the moistened lotus leaves, nor sandal water can alleviate her pain. She 
regards Mapicüda's portrait and praises him (1). Madhavi draws her 
attention to a strange phenomenon in the sky (the arriving Ratnávali, 
Mapicüda and Gautama not yet recognized as such). 


(c) Gautama describes the peaceful hermitage as does Mani- 
cüda (2). 


$arduli snehagarbham mukulitanayanam ledhi gavam harinya 
bandhupritya sikhandi tirayati phaninám atapam kirgabarhah | 
simb] raksaty apatyam svam iva kalabhakarn nirgatayam karinyarh 
maitryg yesarh nivase gahanagiridari - Sayinas te jayanti || 


Ratnavali, Gautama and Maņicūda glorify Padmavati's beauty (3). 
Manicüda praises Padmavati’s enchanting eyes and sweet voice (4). 
Ratnavali approaches Bindumati, Madhavi and Padmavati who faints 
when she sees Ratnivali coming alone. Ratnavali calls Maņicūda 
for help who caresses Padmavati and describes his feelings (5) and 
the face of Padmavati (6) who recovers from her swooning. Manicüda 
compares her body to a flower (7) and tries to sooth the embarrassed 
Padmavati (8). Padmavati honours Mapicüda's portrait with a gar- 
land of flowers made by herself. Gautama wishes to unite Manicuga 
and Padmivali but Manicuga resists and imputes to Padmavati the 
intention to seduce him by her coquetry (9) 


prathayati mayi vyajenaigam hriya ca nigühate 
ksipati vi$adasnigdharh caksuh kşaņāc ca niyacchati | 
mama na sahate drsta drstirh puna’ ca samihate 
vahati hrdaye kamar bala na cojjhati vamatam ll 
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A wild DE comes rushing along as Gautama reports (10), 
Padmavati out of fear embraces Menicida who soothes her (11) and 


checks the elephant (12). She however, 10 his embaraesment, continues 
to embrace him. 


Ë (d) Bhavabhüti's disciple enters and depicts the general confu- 
sion. When seeing Padmavau and Manictda in embrace, he takes 
Manictida as the person responsible for it and calls Bhavabhuti for 
help. Gautama threatens his disciple with a stick. 


(e) Bhavabhüti expresses his indignation (13), Manicüda tries to 
appease him (14), Bhavabhüti threatens with various imprecations 
(15), whereupon Ratnavali decides to reveal the true facts (16). She 
tells him of Manictida’s rescuing Padmavati from the wild elephant 
and his identity, Bhavabhüti blames himseli for not having recognized 
` him (17, 18) and begs his pardon. Gautama and his disciple are re- 

conciled. Bhavabhüti gives Padmavati as wife to Manictida (19). 
Manicuda refuses on the pretext that his parents have not given their 
approval and that Padmavati belongs to a different caste. In both 
cases he is refuted. When Mapiciida is still not prepared to comply 
with his wish Bhavabhüti announces that he would burn himself to- 
gether with the girls; Gautama joins him in his threat, Thereupon 
Manictida declares himself prepared to marry Padmavati (20). Every- 
body is happy and Bhavabhüti draws a parallel between himself and 
Manicida (21). He performs a sacrifice and describes the end of the 
day (22). 


Concluding stanza: By watching the play the spectators gain the 
highest knowledge whose object is the Buddha himself. 


Interlude preceding Act IV 


Madhavi is sad that Padmavati has been away for more than a 
year. The untimely blossoming of the trees indicates the birth of 
Padmavati’s child. The Brahmin Mauñja enters and tells her that a 
son, Padmottara, is born to Padmavati and Manictida has become 
king. His parents, who had withdrawn to a penance-grove, left it, 
and came back as Mapicüda had followed them. Then they had a 
penance-grove arranged in thc royal garden in order to make Maņicūda 
fulfil his duties as a ruler. Mapicüda is now performing a nirargada, 
sacrifice. Madhavi expresses an auspicious wish for Padmavati which, 
however, unintentionally has a negative meaning. Mauija draws the 
attention to the dangerous consequences. 
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Act IV 


(a) A servant enters and speaks spitefully of Brabmins who help 
themselves without constraint in the hall of alms. 


(b) Subahu, Manicüda's prime-minister, rebukes the servant and 
praises Manicida‘s great liberality. Servant exit. 


(c) Subahu inspects the gifts and describes them (1,2). He hints 
at the neighbouring king Dusprasaha’s envy of Manicuda's crest - jewel. 
He describes the noble character of the arriving king (3). 


(d) Mapicüda asks whether the petitioners are satisfied (4). 
Subahu answers in the affirmative (5). Mapicida tells him that after 
allit was not his own property he is giving away; the concept of pro- 
pertyleads to the assumption of an *ego' (6), and he seeks to fight 
against this false conception by giving away his body (7). The earth 
trembles (8, 9). 


(e) Padmavatiis brought by a maid-servants. Manicüda descri- 
bes the earthquake (10, 11) as does Subahu (12). Manicuga tells 
Subāhu to appease the people. Subaku exit. Manicida makes an 
offering to the goddess of the earth and requests her to protect the 
peoplein return (13). The priest performs the sacrifice *with the well- 
known Subrahmanya-formula : 


*indragaccha | hariva agacchal medhathiter mesavrsanasvasya 
mene. 


(The Tibetan translation quotes the Sanskrit original) Gautama 
discovers a demon (raksasa) in the fireplace and descrifes him (14). 


The (raksasa) threatens to harm the people (15). When asked by 
Manicida, he declares that he wants to eat fiesh and only that which is 
freshly butchered (16). Maniciga offers his body (17). Against the 
objection of Padmavat; and Gautama he confirms his decision not to 
reject any petitioner (18). The priest refuses any participation and 
offers himself instead (19). Manicüga replies thai the raksasa wants 
only him (20) and that he is more suitable for him (21). When the 
raksasa urges Manicüda, Padmavati offers-herself. The raksasa talks 
about the connection between taste and temperament, according to 
which only Mapicüda is eligible (22). When Manicida starts to cut. 
himself up, Padmavati, Padmottara and Gautama in vain offer them- 
selves. The raksasa eats the kings flesh. Priest and raksasa exeunt. 
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(g) Thé raksasa returns in his true shape as Indra. The king 
already balf-dead asks him to continue to devour him, Indra reveals 
himself explaining that he tested Maniciida to show his noble character 
to the whole of mankind. Again strange natural phenomena take 
place, the goddess of the earth enters (23), 


(h) Indra once again praises Manicida’ f. i 
nicüda's self-abnegation (24). 
The goddess of the earth proclaims her joy (25) and Bu. MA 


with nectar (26). She, too, praises his unlimited. readiness to sacrifice 
himself (27) ; exit. 


(i) Indra offers to Manicüda to live in heaven, Mapicüda, how- 
ever, refuses as there are no petitioners. Instead Indra will take 
Manicüda's parents to heaven ; exit. 


(j) Thesage Marici enters and demands Padmavatt and Padmo- 
ttara. Gautama protests against it but Manicüuda immediately gives 
both of them to the sage (27). Padmavati wails and refers to the 
future extinction of the royal dynasty. Mapicüda remains untouched. 
Padmottara does not comprehend the situation. Gautama abuses 
Manmicüda as being ruthless (28) and swoons. Manicüga blesses his 
wife and son (29) and admonishes them to be obedient (30). Padmavati 
honours Magiciida (31). Padmottara asks his father to grant him the 
fulfilment of his promise to give a horse to him. Manictida reveals his 
wrench (32). Marici, Padmavati and Padmottara exeunt. 


(k) Manicüda again speaks of his sorrow (33). Gautama recovers 
his senses. The attendants of the palace enter and describe how 
Maniciida’s parents are flying to heaven in a celestial chariot (vimana) 
(31) Being left back by his family- Manicuda decides to become a 
hermit (35). Gautama wants to follow him. The attendants anticipate 
Manicida’s living as a hermit (36). 


Concluding stanza: Candragomin transformed the legend into 
a play (37) 
Interlude preceding Act V 


Pravegaka: A vidyadhara praises Manicüda's glory comparing 
it to a number of white objects (1). Mapicüda's fame has reached all 
parts of the earth (2). Padmavati and her son live with Marici on the 
Himavant. Marici is said to have requested them for noble reason : in 
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order not to have them demanded by someone else (3). Without know- 
ing Manicüda lives not far from Padmavatt. Dusprasaha besieges 
Saketa (4). The vidyadhara by a rhetorical question describes the 
mountain on which Manicüda may live (5). The seeing of Mapicüda 
alone is blissful (6) The vidyadhara describes a mountain grotto (7) 
and Magicüda meditaung there (4), with the gods showering flowers 
on him (9). 


Act V 


(a) Manicüda has just finished his meditation and describes ths 
four stages of meditation (dhyanas) (10). Gautama wants to have a 
share of his meditation, Manicida pictures to him to blises of medita- 
tion which, however, can only be reached by concentration (11). Pre- 
requisite for it is the doctrine of non-duality and freedom from passion 
(12. Gautama asks for the difference between the bliss of meditation 
and the happiness of sensual pleasure. Mapicüda replies that the former 
cools, the sensual pleasures, however, burn him by the fire of sexual 
desire and hatred ; ignorance (moha) is only alluded to (13). Thereupon 
Gautama starts to meditate. Suddenly he hears someone crying. 
Manicida identifies it as the lament of a woman (14). Both think they 
know the voice. Manicüda wants to search for it, Gautama, however, 
gives the advice not to interfere. Manictda objects that only through 
constant readiness to help one may be sure of having friends in eaca 


existence (15), When approaching the noise, both of them recognizes 
Padmavati. 


(b) Two savages (Sabaras) drive Padmavati in front of them. 
They have caught her and she shall be a wetnurse to their sons. Padma- 
vati calls for her husband. When he suddeuly appears she faints. 
Gautama wants to attack the sabaras with a stick, but Mapicüda 
atmonishes him to forgive them (16). The sabaras are so much 
impressed by Manicida that they flee in fear. 


(c) Mapicüda puts questions to Padmavati and learns from her 
that Padmottara, too, has been kidnapped. Padmavati reports how 
she, when picking flowers, was carried off. Mapicüda sends her back 
to Marici which makes Padmavati desperate. Maniciida gives reasons 
for his attitude : one must not take back what once had been given 
(17). He quotes Buddha : (18), ` 
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sarve ksayanta nicayah patanantah samucchrayah | 
samyoga viprayoganta maranantam hi jivitam || 


Separation for the sake of the dharma is better than any reunion. 
(19). Padmavati is not able to go away, Manpicüda sends Gautama to 
accompany her. When Padmavati looks at him with beseaching eyes 
for the last time Mapictida replies in a moralizing manner, that as 
separation is the fate of all human beings (20), a postponement is 
useless; he cannot console her, unless four things happen: their 
reunion, Padmottara becoming king and commander of the arms, his 
seeing the parents again in the state of detachment, his subjects being 
no longer oppressed by Dusprasaha (21). This is confirmed from 
behind the scenes ! Manicüda is praised (22), who for fear of being 
blamed with breaking his word, sends Padmavati and Gautama away. 


(d) After this repeated loss Mapicüda's crest jewel has become 
useless (23). Thereupon a Brahmin enters. Gautama and Padmavati 
suspect him as having come to request somthing of Manicida and there- 
fore stay on. The Brahmin recognizes and praises Mapicuda (24). 
As Mapicüda's right eye twitches, he concludes that the Brahmin 
is an important petitioner (25). The latter requests - after initial 
embarrassment - Manictida’s crest jewel (26). Gautama approaches 
and attempts again to impede the fulfilment of the request. Manicida 
regards the Brahmin asthe giver and himself the petitioner (2:), the 
latter has a much higher wholesome quality than the ‘wishing gem’ 
(29). The Brahmin complains that it is impossible to remove the crest 
jewel (29). Manictida asks him to pull it out without hesitation, it 
would only benefit him (i.e. Magicuda) (30). Gautama calls the 
forest gods for help, The Brahmin takes Padmavati who comes running 
for. a forest goddess. Maniciida discards Padmavati's objections by a 
description of men being whirled around in the samsara (31). : The 
Brahmin feels pity and wants to renounce, which makes Manictda 
angry. The Brahmin now informs them that the crest jewel was to be 
used to fight against the plague in Dusprasaha's kingdom and describes 
the effects of the plague (32). Then Manicuga himself pulls out his 
crest jewel (33), gives itto the Brahmin and thereby loses conscious- 
ness. Gautama and Padmavati wail; the Brahmin, seeing Marici 
come, justifies himself by indicating that he only fulfilled Mapicüda's 
. wish. Exit. 3 s 

K aricr arrives with Ratnavali; he describes extra-ordinary 
bc sue e.g. a solar eclipse (34) and draws the conclusion 


3 
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isf icüda. They look for Padmavati 

t a misfortune has happened to Manicuda I i 
oe find her together with Gautama and the unconscious Maniciga. 
Marici bemoans Manicüda (35). Padmavati in her grief calls for 


padmottara. 


(f) Padmottara and Subahu found Padmottara again, defeated 
Dusprasaha and is now looking for Manicüda (36). Padmottara is 
bitten by a snake, only Mapiciida‘a crest jewel can save him. The two 
come to Padmavati and the others who are bemoaning Manicida. 
Subahu describes him lying there without his crest jewel (37) and 
announces Padmottara’s approaching death ; he swoons. When every- 
body is lamenting Marici perceives that vidyadharas rain sandal water 
and flowers on Manicuga (38). Padmavati asks Marici for permission 
to burn herself, Gautama wants to join her. Marici watches how 
Magicüda starts moving and recovers (39). Subahu tells him of 
Padmottara's being better and assures that Manicuda was tricked, 
otherwise he would not have given his crest jewel to his enemy. When 
Marici doubts whether Manicida will ever regret it, the latter pro- 
claims a ‘truthful resolve’ (satyakriya) (40), as aconsequence of which 
immediately a new crest jewel grows on Manictida. Marici describes 
how thereby Padmottara is at once healed (41). He gives the wife and 
son back to Mapicüda and begs his pardon. From behind the scenes 
the wish is expressed that Mapicüda may become a Bodhisattva (42). 
Marici watches a host of gods filling the sky (43) ; among them there 
are Manicuga’s parents to bless him and his wife and son. Marici 
asks 1412010002 to return to Saketa in the celestial chariot (vimana) 
sent by Indra (44). Manictida describes his travel through the air (45). 
Marici relates that Dusprasaha and his people, their kingdom having 
been freed from the plague, honour Magicüda and Mapicüda's arrives 
at Saketa (46). 


Kavyasamhara: As the four conditions mentioned in V. 21 have 
been fulfilled there is nothing left to be wished for by Manicuda (47). 
Prayer for the spiritual and physical well-being of all beings (43). 


Bharatavakya 


bhavatu jagatam dharmamodah prabandhamahotsavah 
suciragupità mrtyor vandhya bhavantu manorathah | 

munijanakathagosthibandhaih *áamamrta*varsibhih 
fifirasubhaga$* candralokah prayatu krtarthatam || 
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Concluding stanza: Wish for the success of the actors and fre- 
quent performances of the play (49). 


Notes 


1) Candragomin's Lok&nandaniaka. 
Tanjur herausgegeben and übersetzt. Ein Beitrag zur klassischen indis- 
chen Schauspieldichtung. Von Michael HAHN. Wiesbaden 1974. 
(Asiatische Forschungen. Band 39.) - As early as 1907 Ratna 
HANDURUKANDE had published a translation and synopsis of 
Lokananda, on pages 191-300 of her book : Manicidavadana. Being 
a translation and edition. And Lokananda. A Translation and 
Synopsis, London 1967. (Sacred Books of the Buddhists. Vol. 
XXIV.). Compare M. HAHN, Some remarks concerning an edition 
of the Tibetan translation of the drama Lokananda by Candragomin. 


2) Taisho Tripitaka, Vol. LIV, p. 228a 9f. 

3) Compare M. HAHN, Der Autor Candragomin and sein Werk, 
Zeitschrift der Deutschen Morgenléndischen Gesellschaft, Supplement 
11, Wiesbaden 1974, pp. 331-55, above all 340 f. 

4) Compare Candragomin's Lokanandanataka, pp. 3-9. 

5) Compare the reviews by 


S. DIETZ, Wiener Zeitschrift für die Kunde Stidasiens, XX (1976), 
pp. 198-9 
C. VOGEL, Indo-Iranian Journal, XVIII (1976), pp. 143-5 
PALSULE, Annals of the Bhandarkar Oriental Research Institute, 
Vol. LVII (1976), pp. 293-6. 


6) L.de LA VALLEE POUSSIN, Manictda, as related in the 
fourth chapter of the Svayambhipurana, [Paris, dev. 78], Journal of the 
Royal Asiatic Society 26 (1854), pp. 297-319 S. LIENHARD, 
Mapictidavadanoddhrta A Buddhist Re-Birth Story in the Nevart 
Language. Stockholm 1963 (Stockholm Oriental Studies 4). 

R. HANDURUKANDE, compare note 1, and The Manicüda study. 
By Prof. Ratna HANDURUKANDE. In Buddhist Studies (Bukkyo 
Kenkyu), Vol. V (1976), pp. 309-168 

7) p.23 , 

8) The published version from the Paris Svayambhüpurapa manu- 
script contains two completely different texts. 


9) I 7-12, VI 7-12, XVIII 5-12, 17-22 ; MA p. 58-64. 


Nach dem tibetischen 
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A NOTE ON THE IDENTIFICATION OF 
KALAPRIYA 


Dr. SAMARESH BANDYOPADHYAY, 


Reader, Department of Ancient Indian History and Culture, 
University of Calcutta. 


In an interesting article entitled “Some Points of Text and Interpre- 
tation in the Malatimadhava’ published in the Samskrta Raga Annual, 
VI (Special Felicitation Volume in honour of Dr. V. Raghavan), 
1972, pp. 70-76, Michael Coulson* has discussed at some length the 
identity of Kalapriyanatha and the location of the city of Kalapriya in 
the light of the evidence supplied by the Malatimadhava. The learned 
author has been successful in showing that the Puranic legend of Samba 
is not the only evidence for identifying Kalapriyanatha with the Sun, 
for as he points out, the word Kalapriyanathasya is followed by the 
phrase sakalajagadekacaksuso visvatmanah suryasya in a manuscript 
mentioned in the apparatus of Bhandarkar’s second edition of the play. 
As regards the identification of the city of Kalapriya with modern 
Kalpi proposed by M. V. Lele and developed by V. V. Mirashi on 
the basis of the Kavyamimamsa of Rajasekhara and the Cambay and 
Sangli copper plates of Govindu IV, the son of the Rastrakita king 
Indra 111 (915-923 A. D), there is, however, some more evidence, 
noticed as early as 1914 and referred to by D. C. Sircar? in 1945. 
RRR oon 
* Coulson is no more in this world of living and the author of this 

| note, who had the good fortune of being a close friend of the 
| departed soul, the acquaintance between the two being of about 


sixteen years? duration, deeply mourns the sad and sudden demise of 
his ‘never failing friend’. 


1. Samsodhana Muktavali, Strand I, pp. 75-103; also Strand III, 


ம்‌ F Cf. also Mirashi’s Studies in Indology, Vol. I, 1960, 


2. Cf. Bharatiya Vidya, Vol. VI, 1945 
; f : b > pp. 123 ff.; also p. 240; 
cf. also Sircar's Studies in the Geogrkphy of Ancient and Medieval 


India, first edition, 1960, p. 243; iti 
> E 1960, p. second edition, 1971, p. 
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Krsna TII (939-67 A. D), in whose Karhad plates’ Kalapriya is 
mentioned, installed a god of the same name in the 88801 region near 
Madras as is known from his Kolhapur plates‘ and another at Kandhar 
in the Nanded District of Maharashtra as recorded in a Ršstraküta 
fragmentary epigraph'. From this, it is suggested’ that Krsna, like 
Indra 111, also encamped at Kalapriya in the course of his Bundelkhand 
expedition. This, however, does not help in establishing the location of 
the city of Kalapriya at Kalpi. But there is at least one inscription 
proving the identity of Kalapriya and Kalpi. It is the Khadavada 
inscription (1484 A.D.) of king Ghiyas Khalji of Mandu which states 
that Husarhga Gori (Hussang Alp Khan Ghiri) defeated Kadira Sahi 
(Abdul Qadir), ruler of Kalapriyapattana, and made the latter's son 
Salaha, a Khan at Magdu. Kalapriyapattana has been identified with 
Kalp! by Munshi Devi Prasad and D. R. Bhandarkar accepts the 
identification. According to D. C. झाल्या, ‘this Kalapriyapattana is 
apparently different from Ujjain and Kanauj andis no doubt the same 
as Kalpi". The name Kalapriya applied to Kalpi has thus been 
traced to a date as late as the fourth-quarter of the fifteenth century 
A. D. The kingdom of Kanauj, under Yasovarman, definitely included 
Kalpi, where the most famous fair and festivities were held annually 
in honour of Kalapriyanatha and it is quite likely that on such occa- 
sions Bh:.vabhiti s dramas were staged. 


Lo co uRIM t E ——— 
Ep. Ind. Vol. IV, p. 281. 

Cf. line 55 of the record (JBBRAS, N.S., Vol. X, p. 21) 

Ep. Ind., Vol. XXXV, pp. 105-14. 

JBBRAS, Vol. XXIII, 1914, p. 9 and note 1. 

Loc. cit. 


aaup» 
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NEWS AND NOTES 
(Continued from p. 102) 


A: Production : 


In connection with with the Golden Jubilee Celebrations ofthe 
Samskrita Academy, Madras, the Samskrita Ranga, presented the 
Navagrahacarita of the 18th century playwright Ghanasyama of the 
Tanjore Maratha court, on 26th March 1978 at the specially erected 
pandal in the Sanskrit College grounds. 


In the history of Sanskrit drama the Navagrahacarita is a unique 
creation. As the title indicates, it isa satire on the planets and astrology. 
The theme is the rivalry between Rahu and Sun for becoming the 
principal planet. Rahu and Ketu desire the assignment of specific 
Rasis and creation of two additional week-days for themselves. In 
working out this unique theme, Ghanasyima reveals himself as a 
master in Jyotiga, Sanskrit language and humour. 


The theme being such, the Samskrita Ranga had to put in some 
special efforts in the proper presentation of the play. The following 
participated in the play and made it a success : 


Dr. B. Vaidyanathan, Smt. Kumuda Pattu, Sri R. Tyagarajan, 
Sri V. Ramakrishnan, Sri A. K. S. Krishna Rao, Sri S. V. Chalam, 
Sri G. Balasubrahmanyam, Smt. Parvati Krishnamurthi, Sri R. V. 
Ramani, Sri A. Thiruvengadathan, Sri T. R. H. Sundaram, Sri 
A. Vasudevan, Sri M. R. Srinivasan, Sri S. Narayanan, Smt. Raja- 
lakshmi Santhanam, Dr. K. Ganesan, Sri G. Sampathkumaran and 
Sri N. Srinivasan. 


The simple decor, the authentic costumes of the planets according 
to the Jyotiá Sastra, the blue back-drop with glittering stars and the sun 
and the moon, the breezy dialogues and above all the novelty of the 
theme, produced a tremendous effect on the large audience present on 


the occasion. Indeed it was hailed as the most fitting entertainment for 
the Golden Jubilee occasion. 


An appreciation of the play in the local press appeas elsewhere in 
- this Annual. ; 
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B: Lecture: 


The Fourth Dr. V. Raghavan Shashyabdapurti lecture on Sanskrit 
Drama was delivered by Dr. A. K. Warder, Professor of Sanskrit, 
University of Toronto, Canada on 19th March 1977 at the K. S. R. 
Institute premises. After welcome by Dr. K. Ganesan and introductory 
remarks by Sri K. Chandrasekaran, Prof. Warder spoke on Ksemisvara's 
Naigadhünanda. The text of the lecture appears elsewhere in this 
Annual The meeting was held under the joint auspices of the Ranga, 
the Samskrita Academy and the K. S. R. Institute. 


Sanskrit Drama Festivals 


I. It is encouraging to note that Sanskrit Drama festivals were 
held at Bangalore and Delhi. At Bangalore, the Rashtriya Vidyalaya 
Institute of Sanskrit Studies, Jayanagar, sponsored a cultural festival of 
18 Sanskrit plays enacted by different schools and colleges of 
Karnataka, from 12th December 1976 onwards, The plays staged 
included nine of Bhàsa's dramas, the Vepisamhara, the Bhagavadaj- 
Jukiya, the Kundamala, a play based on the Git2, and a few on modern 
themes like the Bharatavijayam and the Ratnigguliyakam. 


A similar festival was held on 28, 29 and 31 January ’77 in Delhi 
by the Sanskrit Department, University of Delhi, in collaboration with 
the Sahitya Kala Parishad, Delhi Administration. Five plays by modern 
writers, including the Anarkali of Dr. V. Raghavan and four plays of 
ancient writers were successfully presented on the occasion by nine 
colleges. 


J. The Sanskrit compositions of Dr. V. Raghavan, including the 
different types of his plays, full-length plays, translations and playlets, 
were the subject of a book-review programme by Dr. Matridatta 
Trivedi, Lecturer in Sanskrit, University of Lucknow. The programme 
was relayed from the All-India Radio, Lucknow, on 6th November 
1976. z 


Y 
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APPRECIATION OF THE SAMSKRITA RANGA'S 
PRODUCTIONS & PUBLICATIONS 


AVIMARAKA 
10—1—1976 


The Mail, Madras : 


“The Sanskrit Drama is not only a part of tbe rich artistic heritage 
ofthe country, but also an easy and pleasing means of promoting 
knowledge of Sanskrit and appreciation of its literature. The Samskrita 
Ranga; founded and conducted by Dr. Raghavan, has been serving 
these twin purposes for many years. Ithas produced in Ujjain, Delhi 
and Madras several classical and modern Sanskrit plays, including 
short social plays and farces. Its latest production, its 17th play, which 
came off on the lOth January at the Venkata Auditorium of the 
Bharatiya Vidya Bhavan, Mylapore, was the romance Avimaraka of 
poet Bhasa, a predecessor of Kalidasa, whom Kalidasa mentions as a 
dramatist of great fame in his time. The Avimaraka, which had not 
been attempted on the stage, may be pronounced an achievement of the 
Samskrita Ranga. There was the added interest of an all-women cast, 
in honour of the Women’s International Year. 


Avimaraka, although a prince of divine birth, has to live for a 
year, along with his parents, an incognito life as one of low birth in 
the outskirts of another city. There he rescues from an elephant the 
daughter Kurangi of the local king Kuntibhoja. While the king is 
trying to arrange his daughter's marriage with the son of one of his two 
kinsmen,the love of Avimaraka and Kurangi grows through secret 
meetings aided by Avimaraka's own daring and the help of a miraculous 
ring. There are moments of despair when both the hero and heroine 
try to end their lives but finally love triumphs and with the one-year 
curse ending, the identity of the hero is revealed and everything ends 
happily. 


Ofall plays of Bhasa, the Avimaraka is noteworthy for its situa- 
lions and locations. There is a scene in midnight when the hero 
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proceeds to the palace, passing through the city-streets and observing 
various things en route, scales the palace-walls and meets his beloved on 
the terrace of her apartments, and another in which the hero ascends a 
cliff and tries to throw himself down. The former ‘moving’ panoramic 
scene had to be cut into different scenes and the actor had to depict his 
reactions to the city night-life in the dark, with suitable light-effects. 
Considering these difficulties and the modest stage facilities and pro- 
perties available, the Samskrita Ranga's efforts should be acclaimed as a 
bold venture, executed successfully. T 


The actors (rather the actresses) were not drawn from the mamool 
Sanskrit. student-teacher community, but from women with ‘family 
pre-occupations. They had all learnt their parts very well indeed, and 
spoke their Sanskrit correctly and ‘effectively. With better inike- 
arrangements, the speeches would have had a clearer reception and at 
times the background music of vina and flute tended to make the dialc- 
gues inaudible. The acting showed both Capacity and training and 
at several situations the gestures were appropriate and added to the 
artistic value of the presentation. Santa Raghunathan’s long act of. 
midnight journey through the city was remarkable. Nandini Ramani’s 
two scenes on the terrace were equally good. _ But it was the Vidushaka 
Rajalakshmi Santanam who stole the show. Every one of the maids 
(chetis) Meera, Sandhya, Dharini, displayed skill and Sushila 
Padmanabhan bore the king’s role with dignity. Of the elderly 
characters, the governess (Suryakumari Dwarakadas), the Sauvira ruler 
(Ranganayaki) and Nirmala Natarajan (Vidyadhara and Narada) 
should be mentioned. The roles of the two ministers were also portrayed 
well by Sudha and Kumuda Pattu. 


As a senior lady spectator observed, it was not merely because it 
was in Sanskrit which they loved; but even asa drama, this was good 
and enjoyable. ; 


The Ranga's productions are always mounted with suggestive 
classical music of voice, vina and venu. Nagalakshmi sang back- 
ground verses suggestive of the situations and Dr. Sita provided the 
vina. The play was directed by Dr. Raghavan with his wonted 
compreheusion and competence and he was ably assisted by 
Dr. S. S. Janaki.” 
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The Hinda, Madras 


«Who says Sanskrit is a dead language १ Those who were privileged 
to see Bhasa's Avimaraka staged at the Bharatiya Vidya Bhavan, 
Mylapore, by the Samskrita Ranga; Madras, on Saturday, would 
unhesitatingly say that it was as much a language of intelligent com- 
munication as any other, lively, rich in form and content and weil 
suited for narration. 


It was an all-women cast, a fitting finale to the just concluded 
International Women's Year. The characters spoke their lines with 
great clarity and understanding. If sometimes they were not heard 
properly, the fault was elsewhere. 


A romantic play, it has for its theme, thé love of à princess for the 
handsome young man who saves her from an intoxicated elephant. 
They lose their hearts to each other and pine for their union. The plot 
is well developed. 


Mrs. Rajalakshmi Santhanam's Vidushaka cast in classical mould 
was an enchanting portrayal: Mrs. Shantha Raghunathan as Vish- 
nusena alias Avimataka had the markings of a hero. Mrs. Susheela 
Padmanabhan as Kuntibhoja of Vairantya brought to the role a regal 
bearing. Mrs. Nandini Ramani as Kurangi, the heroine, Meera as 
Nalinika, Dliarinias Magadhika; Sandhya as Vilasini were adequate. 
Nagalakshmi rendered vocal music, accompanied on the veena by 
Dr. S. Sita. Thé play was directed by Dr. V. Raghavan, President of . 
Samskrita Ranga.” 3 
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NAVAGRAHA CARITA : 
(26 -3- 1976) 
The Mail 30ih March 1978 : 


1 
Power politics among the nine planets formed the subject of the 
brilliant 18th century comedy in Sanskrit, the Navagraha, carita by 
Ghanasyama, a minister of king Tukkoji of Tanjore, presented by the 
Samisktita Range on the occasion of the Golden Jubiles celebrations of 
the Sanskrita Academy, Madras. 


Rahu wants to snatch supremacy over the solar system from the 
sub and how His mandéuvies. are ultimately frustrated by Guru and 
Sukra forms the theme of the play. 

The first thing that impressed the audience was not only the 
richness and grandeur of Sanskrit but its power as a spoken language 
as well. The intonation and the delivery of dialogue by almost all the 
actors and actresses were meticulous and they acted with ease despite the 
restricted dimensions of the stage. S. V. Chalam (Rabu), R. V. Ramani 
(Ananda), A. Tiruvengadathan (Brihaspati), Dr. K. Ganesan (Sukra), 
. T. R. H. Sundaram (Surya), B. Vaidyanathan, Smts. Kumuda Pattu, 
Parvati Krishnamurthi, Rajalakshmi _Santhanam and others gave a 
convincing performance.  Tiruvengadathan and Dr. Ganesan deserve 
special mention. ` 


The back-drop and the costumed were designed with imagination. 
Dr. V. Raghavan has produced and directed the play. 


Sri D. Anjaneyulu in Bhavan's Journal, May 21 1978 pp. 76-71: 


»..... The second day's programme was topped by the presentation of a 
short and witty drama in Sanskrit, entitled NAVAGRAHA GHARITA 
by Ghanasyama, one of the Ministers of King Tukkoji (18th Century) 
of the Tanjore Maratha Dynasty. It is a satire on planets and astrology, 
in which the playwright exploits astrological data to dramatic purpose, 
showing his mastery of Sanskrit and Jyotisha. 
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Inthe ingenious plot where the planets fight, Rahu and Ketu (the 
Chhaya-Grahas), as the aggressive asura-party, are ranged against the 
seven main planets, the Sun, Moon, Jupiter, Venus etc. Rahu is out to 
oust the Sun and become the king of the planets, capture some Rasis 
for movement for himself and Ketu and also to have the seven-day 
week extended by two days and get two new week days assigned to 
himself and Ketu. Strategies of the Artha Sastra classical warfare are 
duly employed. 


Apart from the nine Planets, the author ingeniously uses the astro- 
logical Yogas, good and bad, and some years in the 60 year cycle, having 
good and bad names and a neutral name like Sadharana taking a major 
taking a major part. 


The Asura and Deva Gurus among the Planets, Sukra and 
Brihaspati, but their heads together and theformeras the more gifted 
strategist, solves the impasse by proposing an honour for pacifying 
Rahu, a title equal to that of the Sun himself, namely SYAR-BHANU, 
which is really a degree higher than the Sun's name, a mere Bhanu. 
Rahu is thus placated and is persuaded to call off the war-like prepara- 
tions. ‘ 


The drama with a cast almost entirely of enthusiastic amateurs, 
proved a hit, with the witty dialogue, an intriguing situation and a happy 
-denouement. It was thoroughly enjoyed by the audience who could 
follow ‘the quick-changing situation. The characters were dressed 
exactly according ‘to the directions in astrological texts. The stage 
decor was simple and effective. 
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(Dr. V. Raghavan Felicitation Volume) 


The Mysore Orientalist, Mysore, IV. ii. Sep. 1971 : 


It is gratifying to note that Dr. V. Raghavan, one of the foremost 
scholars of our times, is not only interested in acquiring scholarship 
but also in propagating the value of Sanskrit literature among scholars 
and the public in general. It is not given to allto be perfect both 
ways, arousing interest in all the quarters. The veteran scholar 
claims perfection in Sanskrit language, literature, Sastras and Art and 
this Volume as well as the rich Sanskrit Drama “Anarkali” in ten 
Acts bears ample testimony to his perfection in all aspects in Sanskrit 
literature as well as histrionic talents 


. The well deserved Felicitation Volume contains useful articles 
from important Research Scholars all over the world. The hundred 
and thirty-two pages are dedicated to articles in English and a Sanskrit 
Dramatic piece (Dhvani-natya) takes about twenty pages, the story 
being about Pratapasimha of Rajasthan. It is appropriate to note that 
thesearticles by reputed scholars are connected with one or the 
other aspect of the classical Sanskrit Drama or Dramatic Art, 
revealing respective areas from which the authors hail, in and outside 
India. With such and other useful material throwing more light on 
Indian and Asian Theatre, the Number is a fitting -tribute to 
Dr. V. Raghavan who has done yeomen service to Sanskrit in 


particular and literature in general. 
; —Dr. G. Marulasiddaiah 


Quarterly Journal of the National Centre for the Performing Arts, 
Bombay, June 1973 ; 


The Samskrita Ranga is to be heartily congratulated for bringing 
out a special issue of their Annual (No. VI) in honour of Dr. V. 
- Raghavan on the happy occasion of his sixty-first birth-day. Dr. 
V. Raghavan's contributions to Sanskrit Drama, Dance and Music 
have been varied and of án exceptionally high standard. Dr. Raghavan’s 
interest in Sanskrit drama is not only -academic ; he himself is a play- 
wright whose plays are produced on the stage by the Range. It was, 
therefore, a very appropriate gesture on the part of the Ranga to 
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honour this celebrated Indologist by a Number that includes interesting 
articles, which shed light on Sanskrit Drama, its forms and performance 
and on the Drama in South-East Asia. The contributors include 
scholars both from India and abroad. f 


Dr. H. O Feistel discusses in his article the complicated procedure 
ofthe Parvaranga of the Sarskrit drama and attempts to analyse 
the different elements of the Purvarahga. 


Dr. C J. Miller has brought together the varying views which pre- 
vail regarding Bharata, his Natyasastra and its date. 


Dr. P. B. Acharya discusses the denouement and its dramatic pro- 
priety in Sanskrit plays with special reference to Abhijnanasakuntala, 


Uttararamacarita and Mrcchakatika. 


Dr. M. M. Sharma rightly points out that Vismaya and 
Adbhuta in Sanskrit plays never mean something that transcend the 
universe of possibility. It is the element of propriety that is of greater 
importance even in Vismaya and Adbhuts. It is in this light that the 
Sanskrit dramatic dictum *nirvahage adbhutam’ is to be understood. 


Dr. Michael Coulson discusses the text of Malati-Madhava and his 
analysis regarding the identity of Kalapriyanatha with the Sun is 
extremely interesting and, one might add, even conclusive. 


Professor Tinugnarasambandhan introduces us to Virabhadravi- 
jaya (a Dima which is a minor dramatic form full of raudra rasa) It 
deals with the celebrated Daksha - Virabhadra story. 


Dr. S. S. Janaki discusses the variety Mishra-bhana after a 
perusal of Sringararasodaya of Ramakavi. 


Dr. Clifford Jones gives us a complete survey of the temple- 
theatres ¿nd the Sanskrit Drama tradition in Kerala, 


: Dr. G. Welbon's account of the enactment of the Kaisikapurana 
in South India is of interest for here we meet with a living tradition 


Dr. (Mrs.) Satya Vrats article gives us a gli i 
à š impse 
extent and wealth of modern Sanskrit drama. ue: 


Dr. Kunjunni Raja introduces us to the vit i 

2 3 t fanidra, the oldest 
South Indian bhápa, Vamachara practices and life i ral at n 
time in the South. e या et 
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Dr. H. Bhattacharya and Dr. Maheswar Neog give an account of 
the Bhawana presentation of a Vaishnava drama in Assam. . 


: Dr. Suresh Awasthi brings out the specific characteristics of tlie 
Indian traditional theatre and convincingly-proves how it was more 
or less a total theatre. 


Professor Withey explains to us how the Burmese theatre has been 
subjected to different influences. “The Indian influence is noticeable 
in the dances of the Shiva cult. Its music reveals Indonesian as well 
as some Chinese influences; The Jataka tales and the Ramayana 
furnish the source of its themes. 


Dr. Amin Sweeney's contribution is a very interesting study of 
the Malay Ramayana shadow-play. 


Dr. F. Seltman studies the shadow-play of Andhra and Indonesia. 
The Volume concludes with Professor Scott's article on Noh theatrc 
dealing with the theatre of Japan. 


The brief survey will indicate the variety of themes dealt with in 
this work. Since the Volumecontains such a fund of material dealing 
with the performance of Sanskrit plays in India, the shadow play in 
South-East Asia and in India and new and minor forms of Sanskrit 
Drama, it is an indispensable asset to the library of any serious 
students of the Indian drama and the art of the theatre. The Samskrita 
Ranga is, therefore, to be congratulated for having brought out such 
a valuable work in honour of Dr. Raghavan and for having devoted 
it to themes after his heart. (Summarised) - — Prof. T. G Mainkar 


The Annals of the Bhandarkar Oriental Research Institute, Poona :- 


As a fitting tribute to the scholarship and active theatre-partici- 
pation in the production of Sanskrit plays, which have crowded and 
crowned the career of Dr. V. Raghavan, the Sanskrit Ranga, Madras, 
has brought out this Felicitation Volume. It is an offering to its 
President, who has made the Sanskrit theatre in Madras a living force 
and an instructive entertainment. 


The Volume presents twenty articles and a Radio play in Sanskrit. 
"The articles cover a varied range of subjects, but essentially touch 
some aspects or problems connected with the Classical Sanskrit 
drama, dramatic theory and practice, Sanskrit stage and allied theatre- 


traditions. 
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ANARKALI 
By V. RAGHAVAN 


Indological Studies, Journal of; the Department of Sanskrit, University 
of Delhi, Vol. 1I No. 1, August 1973. 


In the field of modern Sanskrit drama no other event has 
probably been of as great a significance and interest to us as the 
appearance of the play Anarkali by Dr. V. Raghavan, an illustrious 
scholar of versatile genius. Dr. V. Raghavan is a star of great 
brilliance and magnitude in the galaxy of modern Sanskrit writers 
who has greatly enriched Sanskrit literature by his creative as well as 
critical writings. He is 9 precious jewel flashing diverse hues-poet, 
playwright, critic and a man of histrionic talents. The great scholar 
and genius as he is, he has to his credit a long list of laudable works, 
prominent among them being his monumental work on the Srngara 
Prskasa of Bhojaraja. Thus the novel play Anarkali, an enviable 
product of his facile pen, promises to be yet another feather in his 
already glittering cap. i 


The play under review receives its title from the legendary figure 
Anarkali in the Moghul history who is said to have been in love with 
the crown prince Saleem, the. son of: the Moghul emperor Akbar. 
The play has been higly admired by eminent Sanskrit scholars for its 
novelty of theme, historical character, literary merits and dramatic 
qualities. ३ 


The Anarkali though written early in 1931 attained perfection 
and maturity only when it was given a visible performance by the 
Sanskrit Ranga at the Museum Theatre, ‘Madras, on September 1, 
1968 in the presence of the honourable chief guest Prof. Sher.Singh, 
'the then Minister of State for Education, Govt. of India. The play 
was staged again at the same theatre on Jan. 7,1969 in the presence 
of the chief guest Dr. C. D. Deshmukh. It was staged for the third 
time before the assembly of distinguished scholars of New Delhi on 
March 30,1972 on the occasion of the International Sanskrit 
Conference. Onallthese occasions the play and its performance 
were applauded and appreciated. 


Anarkali is of absorbing interest to us as it is based on a 
Mohammedan theme entirely new to Sanskrit idiom in which is 
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reflected beautifully a synthesis of all religi i 

S gions to which the M 
emperor Akbar had liberally contributed. The dramatic ன்‌ 
Dr. Reghaven had interwoven in the texture of this historical theme 
9 romantic episode of the crown prince Saleem and his beloved maid 
Anarkeli from whom the play has derived its name. 


The play is divided into ten acts. The first act, which is 
comparatively longer than others, brings before us king Akbar, who 
with great enthusiasam and devotion, is absorbed in the grand task of 
synthesis of all religions of his time. We see holy men of all faiths- 
Hindus, Jains, Sufis, Iranians, Christians, Jews dppearing one after 
another in his court filled with ministers and nobles and holding 
deep discussion and conference with the king on spiritual matters. 
In the second act we see some fanatic conservative Muslim priests 
annoyed with the reconciliation policy of the king and by hatching 
a conspiracy against him, wanting to jeopardize and sabotage the 
noble work undertaken by him. In the third act we:come across 
Anarkali, the heroine of the play, whose real name is Nadira and 
‘who is a maid in the harem of the king. In the fourth act the prince 
and Anarkali meet each other. The prince, captivated by the superb 
beauty and charm of Anarkali falls inlove with her. In the fifth act 
we meet a wicked character Ismat Begum who is a. notorious 
intriguer and the root cause of all troubles in the play. She is keen 
to see her daughter Mehrunnisa as the crown queen of Saleem and 
secretly plans to arrange love with the prince. Anarkali is a fly in 
ointment and hence she wants to get rid of her. In the sixth act the 
prince and Anarkali meet again. They come to know the evil motive 
of Ismat Begum. Anarkali is now afraid of loving Saleem. But he 
assures her of his love and consoles her. In the seventh act Rahim 
Khan, the friend of Saleem, in collusion with Ismat Begum insti- 
gates him against the king. At this time Anarkali is being trained by 
her dance-teacher Pundarika Vitthal for a superb dance to be perfor- 
med in the court of Akbar. In the eighth act the grand dance of 
Anarkali comes off in the presence of Akbar. She and Saleem 
exchange amorous glances there. Taking advantage of ; the opportu- 
nity Ismat Begum poisons the mind of the king against Anarkali, 

“and he, enraged to know that Anarkali,a maid in his harem, is in 
love with his son, punishes her with imprisonment. . He later realizes 
that Ismat Begum is also not good at heart and has the hidden 
motive of making his daughter the crown queen of the prince. He, 
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therefore, banishes her along with her daughter to Bengal in the 
ninth act the prince is greatly grieved and miserable because his 
beloved Anarkali is put behind the bars. By rising ‘in revolt against 
the king, he wants to get her out of the prison and marry her. But 
he fails in this. In the last act the king at the request of the Hindu 
wife of his son Saleem releases Anarkali from imprisonment and 
allows her to marry the prince. The play ends in an atmosphere of 


happiness around. 


It may well be asked here as to what inspired our playwright to 
choose this historical and romantic event as the theme of his play... 
In other words one may like to know as to what is the significance 
and appropriateness of dramatising this phenomenon in the present 
circumstances. The answer to this is given in the play itself which, 
though based on an old theme, is quite relevant to the present context 
of our country, for it greatly fulfils the desired need ofthe day, the 
happy marital union of maid Anarkali and the crown prince Saleem, 
a great message of social synthesis to deliver to secular and socialist 
India where the forces of social distinction, caste-prejudices 
differences of colour and creed, disruption, friction, strife and 
disintegration are raising their head. The cultural and emotional 
integration, which India witnessed in Moghul times and for which our 
great leaders Mahatma Gandhi and Pandit Jawaharlal Nehru laid 
their life, is the genuine need of the day. Dr. V. Raghavan, a man of 
great vision, instils in us that spirit through the medium of this 
play. र 
Now about characterisation. Drama is the art of expressing 
ideas about life in such a manner as to render that expression capable 
ofinterpretation through its characters. Judged from this point the 
"Anarkali would be found to stand high. The characters are histori- 
cally complete and readers and spectators find themselves quite in 
‘tune with their psychology and can easily follow, rejoice and 
sympathise with them in their ups and downs. The emperor Akbar 
in line with the tradition is graceful, dignified and magnanimous 
‘throughout the play. Through him, as already pointed. out, the 
playwright has successfully delivered the timely message of national 
integration of India. It is evident. from the study of the character of 
Akbar in the play that he worked hard for the cultural, emotional 
and religious synthesis of India. The historical fact that he founded 
a noble religion called - Din-i-illahi which was the essence of all the 
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religions of India is greatly emphasised by the author jn the delinea- 
tion.of the character of Akbar. While reading the play or seeing its 
performance this shining aspect of the character of Akbar as the 
synthesiser of Indian culture is fully focussed in the mirror of our 
mind. ` Anarkali, the heroine of the play, is a paragon of beauty. 
The irresistible charm of her exceptional lovelines fascinates the heart 
of the crown prince Saleem even at-first sight. I 


She is a maid, Nadira, in the harem of the king but is awarded a 
beautiful title ‘Anarkali’ owing to her superb beauty. Apart from 
her physical.charm and glamour, she has feminine purity of mind 
and womanly virtues. Tradition says that she became the victim of 
the wrath of the king Akbar for secretly loving his son Saleem and 
was buried alive within a wall. Butour author has given a happy 
turn to this tradition, keeping in view the dictum of the great critic 
Anandavardhana that a poet is at liberty to change the historical 
narrative, if it is not in accord with the ideals of his Characters and 
is not helpful in the effective flow of emotion. It is the dramatic 
skill of our playwright that in his hand the same story flashes a 
different hue which goes well with the message that he wants to 
convey through this play. The new turn given to the legend serves 
another purpose also for it purges the blemish of unwanted cruelty 
of the magnanimous character of Akbar. Quite contrary to the 
simple Anarkali, Ismat Begum is a crooked and wicked character. 
She is an intriguer and wants to grind her own axe whatever be the 
means. Her evil intention comes into open and she reaps what she 
has sown. One noble and praiseworthy character which is not put 
up on the stage and whose name is not mentioned is the Hindu wife 
of crown prince Saleem, who has a major role to play in giving the 
happy turn to the story. She is the incarnation of selflessness. 


She sacrifices her feelings for the sake of her husband Saleem. 
She requests the king to set Anarkali free and is happy to see her 
being married to her husband-a great ideal of selflessness indeed. 
Her self-abnegation and self-sacrifice are beyond praise. 1 wonder 
why our playwright kept this character too much behind the scene 
that we don't even have a glimpse of her personality. There are 
other minor characters also in the play such as the ministers of 
Akbar, his favourite quick-witted jester-friend Viravara Birbal, 
saints and ascetics belonging to different cults and faiths, prejudiced 
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fanatic Muslim priests, dancers, 
their role well and none of them s 
play. ५ 

Apart from characterisation our playwright is quite at home in 
employing dramatic irony in the play whenever occasion demands it. » 
A good illustration of such an irony is seen when Anarkali, offering 
her love for Saleem, incidentally hurts her finger with a thorn while 
plucking a bud. The use of this device in the form of dramatic irony 
cleverly hints-at the coming events of the play, that. Anarkali would 
have to undergo sufferings and hardships owing to -her love for 
Saleem. 


artists and servants. They play 
eems superfluous in the scheme of 


Dialogue is a necessary element. of drama ; the conversational 
language of the play makes it a play in its real sense. The dialogues 
in the play are natural, realistic and vigorous. Wherever occasion: 


. demands it, verses are also successfully employed. 


The sentiment of the drama is very obvious and needs no descrip- 
tion. Using the conventional dramatic term, the character of Akbar 
reveals the enthusiasm of Dharma Vira in the beginning of the play 
and anger (Raudra rasa) in the end. Besides this, the romantic 
episode of Saleem and Anarkali is a clear manifestation of both the 
aspects of love, union and separation, which the playwright has 
successfully portrayed. 


The language of our play is quite literary. Every literary work, one: 
could say, is merely a selection from a given language just as १ work 
of sculpture described as a block of marble with some pieces chipped 
off. Viewed from this angle the Anarkali is an excellent specimen of 
literary language and style. Our dramatist has a complete mastery 
over the language and has carefully chosen appropriate words and 
phrases from the vast vocabulary at his disposal. The sentences are 
everywhere replete with a wealth of ideas beautifully expressed... 


Thus the Anarkali, apart from being an excellent drama, is a 
masterpiece of idiomatic, direct and forceful style and unimpeded 
smooth and elegant language. ' 3 


In conclusion it may be said that the playwright richly 
deserves great credit for he has utilised to the full the materials that 
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are available upto date on the Moghul history. A very learned 
Bibliography along with two photographs of rare, beautiful paintings 
of Moghul period appended to the play justify and reinforce this 
fact. The opinions and impressions of renowned scholars like the 
honourable Prof. Sher Singh, Sri K. Balasubramanya Iyer, Dr. C. D- 
Deshmukh, and Dr. Jean Filliozat and a valuable Preface written by 
author himself in the book bring into light the greatness of the 
play. 


Our playwright has rendered an appreciable service by writing a 
play on a historical theme in which he successfully treats the display 
of national integration under the searchlight of ‘Anarkali’ as the real 
problem for solution today. By writing on this theme in Sanskrit he 
has done a great service to the cause of Sanskrit also for he has 
proved that Sanskrit isstill a living language and is capable of con- 
veying any thought, ancient or modern, high and low, native or foreign. 


The play has been rightly acclaimed everywhere as a masterpiece of 
modern Sanskrit drama. i 


Printing and get-up of the play also do not leave anything to be 
desired. 


Bs : R. S. Nagar 


; Journal of the Oriental Institute, M. S. University, Baroda XXIII, 
1-2. Sep. 1973, pp 121-3: 


The twentieth century has witnessed a growth of considerable 
Sanskrit literature in various branches, viz. drama, prose, poetry, his- 
torical and biographical writings, short stories, novels etc. 1६15 
well known that the Sanskrit Drama traces its history to an antique 
past and *the modern Sanskrit drama or the drama in the twentieth 
century is the latest of the links in the chain of development of the 
mighty Sanskrit Drama" (Usha Satya Vrat, Sanskrit Dramas of the 
Twentieth Century, Volume 1, Delhi, 1971, p. xiii) and we have 
eminent playwrights like Dr. Raghavan, Y. Mahalinga Sastri, M. M. 
Haridasa Siddhanta Vagisa, Mulshanker Maneklal Yajnik, M. M. 
Mathura Nath Shastri, Nirpaje Bhima Bhatt, Dr. J. B. Chaudhuri, 
S.B. Velankar and others (vide Usha Satya Vrat, op. cit, pp. ix-x ; 
Index No. ए pp. 436 ff). 


As 15 well known, Dr. V. Raghaven is a brilliant scholar, an 
incisive critic, an orignial thinker and a creative writer (vide Usha 
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Satya Vrat, * Dr. V. Raghavan asa playwright ^, ( in" Anarkali” 
A Souvenir published by the Sanskrit Ranga, Madras, on the occasion 
of presenting the ‘Anarkali’ in connection with the International 
Sanskrit Conference, Delhi, March 1972, p. 9.). He has also contri- 
buted to the theatre-movement in the last three decades (S. S. Janaki, 
«Dr, V. Raghavan’s contribution to Drama," op. cit, p.13). He is the 
author of the nine plays, viz. 1. Vijayaüka 2. Vikatanitamba, 3. Avan- 
tisundari, 4. Vimukti, 5. Lakshmisvayamvara, 6. Rasalila, 7. Kama- 
$uddhi, 8. Prataparudravijayam (vide Usha Satya Vrat, Sanskrit 
Dramas of the Twentieth Century, Vol. 1. pp. 152-159 ; 193-199 ; 
322-333 ; 423-430) and 9. Anarkali, the play under review,-which was 
presented at the First International Sanskrit Conference held in 
Delhi under the auspices of the Ministry of Education and Social 
Welfare, Government of India and UNESCO on Thursday, March, 
30, 1972, at the Mavlankar Auditorium, Delhi and the present reviewer 
had the good occasion of seeing it staged. The play under review 
isa nütanam prakaranam which was written by the: author in 1931 
(Preface, p. IX). Regarding the birth of the play the author observes : 
“it was the same ‘season’ in my creative writing which gave birth also 
to Vimukti ...... and the Prataparudravijaya or Vidyanathavidam- 
banda............. It was written under an urge and enthusiasm which had 
possessed me, so to say, and completed in two or three days.” 
(Preface, p. IX). “Before it was taken up for its premiere” the play 
was revised (Preface, p. IX). It is quite well known that the story of 
Anarkali that has come down in tradition is a tragedy but the present 
playwright has metamorphosed it into a happy ending play. 


In the present play (Prakarapa) the main idea emphasised is the 
*synthesis and reconciliation of opposing and divergent things". With 
this aim Dr. V. Raghavan has given prominence to the trend 
of times seen in the field of religion. Under the lead of emperor 
Akbar there was the meeting together of the different faiths 
and Akbar started a Parliament of Religions, the Din-i-Ilahi. The 
author removes the contradiction in the character of Akbar who is 
alleged to have sentenced Anarkali to death. In allowing Prince 
Salim to marry the slave girl, an egalitarian reconciliation has been 
acnieved. As in religion and philosophy the author has brought to- 
ge-her the Hindustani and Carnatak schools of music and dance 
through Pundarika Vitthala, a musician of Akbar’s court who hailed 
from Mysore. Bj using Sanskrit for a story of Mughul court he has 
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brought together two apparently incongruous things. Naturally a 
study by the author of a considerable amount of writings on the 
history, life and social conditions of the Mughul period including 
manuscripts of Sanskrit writings has gone into the setting of the 
background and the construction of the story and the plot of the 
play." (Anarkali, Souvenir, p. 19). ¢ 


* The characters introduced and the ideas and words figuring in 
their roles and speeches are, every one of them, based on records in 
print or manuscript ” (Preface, p. X) and the Bibliography (pp. xiii- 
xvi)is a testimony thereof. There are also two Plates of Indian 
paintings, (i) “ a picture of the coming together and the dialogue 
of Abul Fazl and the followers of the various faiths " from the 
Library ofthe University of Chicago and (ii) a picture of *Jehangir 
meeting and having dialogue with Hindu Sadhu” from the Musee 
Cuimet, Paris. (Preface, pp. X, XI). The first two productions of 
the play were on September, 1, 1968 an on January, 7, 1969, at the 
Museum Theatre, Madras. The third production, wherein the 
author himself played the role of the Sutradhara (Vide Plate No. 1), 
was: on 30th March, 1972 on the occasion of the First International 
Sanskrit Conference held in Delhi. And for this third production 
Dr. V. Raghavan wrote a special Prastavana (pp. 88ff.). 

The play which is written in a pleasant snd lucid style, is an 
eloquent testimony to the fact that Sanskrit is not only a living 
language but also dynamic with the tendency to absorb nor-Sanskrit 

‘words. (vide Kantawala S.G, ‘Loan words in Twentieth Century 
Sanskrit Literature’,—A paper presented at the seminar on “Twen- 
tieth Century Sanskrit Literature" organised by the Bharatiya Vidya 
Bhavan, Bombay in December, 1972). 

The learned author and the publishers of the play under review 
deserve our heartiest congratulations and we look forward to have 
many more literary creative productions from the pen- of Dr. 


V. Raghavan. 
S. G. Kantawala 


Journal of the National Centre for the Performing Arts — IL ii. 
June 1973. 
Dr. V. Raghavan is one of our foremost Indologists and enjoys 
.an international reputation, He has a versatility that is truly 
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amazing. In this indefatigable research worker we also have a poet 
anda playwright of a superior order. In this play, Dr. Raghavan 
deals with an interesting theme from the court of Akbar, the great 


Mughul emperor. 

In writing this play Dr. Raghavan has an aim in view: to preach 
to his contemporaries the invaluabie doctrine of integration 
(samarasya) of views and classes. This is a lesson that we badly 
need to learn. In Akbar, with his sympathy for all religions and his 
tolerant attitude, Dr. Raghavan found an ideal individual who could 
be made to speak to present times. In the romance of Prince Salim, 
the crown prince and Anarkali, the servant maid, Dr. Raghavan 
discovered the right kind of story to illustrate the principle of class- 
integration. Dr. Raghavan has succeeded in handling his material 
in a suitable manner and has also remained true to the facts of 
history in a remarkable degree. What is perhaps of greater impor- 
tance is that Dr. Raghavan has had the boldness to change the 
tragic story of this love of the prince for the maid, into a story of 
fulfilment and happiness, and a union finally blessed by the emperor. 
Thisruns counter to the facts of history but it was perhaps neces- 
sary for two reasons. Firstly, Sanskrit dramaturgy does not admit a 
tragic conclusion. And the second reason is probably even more 
significant : Dr. Raghavan sought to make his Akbar more consis- 
tent in his outlook and convictions. One wants to believe that a 
great and tolerant emperor like Akbar could not have been so cruel 
as to order the death of Anarkali, by having her crushed into a well 
and in this way to end the romance of his beloved son. One likes 
to believe this though it is definitely in conflict with the facts of 
history. The drama, therefore, is a significant story, boldly handled 
and it is made to teach a lesson that is a sheer necessity for our 

own times. 


Dr. Raghavan is a great poet and his verse and prose amply 
reveal his classicism. Everywhere one hears a the echo of Kalidasa 
or Bhavabhiti or Visakhadatta or Vyasa or Valmiki. It was only 
nitural that the first act should be longer than the other acts since it 
seeks to create the atmosphere of the court of Akbar, to delineate 
the great personalities of his court and finally to reveal the integra- 
tion of views which Akbar attempted. Then the story moves forward 
rapidly in short and moving acts with the intrigues of the rivals 
adding an element of suspense and interest to the action. The dance 
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scene of Anarkali is superbly managed, The pl i 
classical aroma of Sansktit Drama; but it has ai pra 
perfectly modern theme. Sanskrit playwrights rarely stray be: bad 
the traditional and worn-out grooves. They seldom reveal ல்‌ 
social awareness. We needed Dr. Raghavan to attempt that. So 5i 
has nothing but high praise for this splendid play. The play has 
been produced on different occasions and appreciated by audiences 
Dr. V. Raghavan has every right to derive satisfaction from n 
prayogavijnana because it created a deep impression on all the 
scholars who had assembled for the International Conference in 
Delhi on 30th March, 1972. 

> T. N. Mainkar 


IV Annals of the Bhandarkar Oriental Research Institute Poona-4, 

LIV. 1974, pp. 301-3 : 

Dr. Raghavan is one of those few Sanskrit sc. 01875 who are as 
much interested in creative writing in Sanskrit as in the research in 
the classical Sanskrit literature. To the plays which he has already 
published, such as Kamasuddhi, Rasalila and Vimukti, he has now 
added the Anarkali, a play based on the now famous theme of love 
between Salim and Anarkali. Although written as early as 1731, the 
play remained for a long time confined to the manuscript (ग्रृहान्तमुग्धेव 
पुस्तकान्तर्निलीना, as the author says) and was first produced only in 
1968 at the Museum Theatre, Madras, and subsequently at the first 
International Sanskrit Conference held in Delhi in 1972. 

The story, as it has generally come down, is a tragedy. The 
author has turned it into a comedy, at the last moment, obviously in 
deference to the long-established practice of the Sanskrit theatre. 

Besides this love story, another theme, which dominates the play, 
is the spirit of integration. The author has emphasized *the cultural 
and emotional integration' during the reign of Akbar in the 
various fields, such as that between the Hindus and the Muhamme- 
dans, between Sanskrit and Persian, between the North Indian school 
of music and the South Indian one, and so on. 

It was no easy job to portray the mediaeval atmosphere at the 
time of Muhammedan kings in a language like Sanskrit (requiring 
every noun, even a foreign one, to be declined) and the author has to 
be complimented for the skill with which he has achieved it It has 

fforded one more proof, if indeed any proof were still needed, of the 
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potentialities of Sanskrit to cope with any RU It is hardly 
necessary to say that Dr. Raghavan wields a powerful pen. The 
soliloquies, which he has written, such as those of Akbar (pp. 76-77) 
and Anarkali (pp. 81-82) which ப bring out the tempest 
raging in their minds, are its eloquent proof. The author can also 
write short and sweet sentences when the occasion demands them. 

The author's Sanskrit is chaste and it exhibits influences of the . 
classic style and diction (like the Kalidasian adv. बलघतू or the play 
of words like कोऽपि कोपी 19, and नवममपि अनवमस्‌ 16) On the 
whole it is simple, although at times the author delights in the use of 
learned expressions. 

Dr. Raghavan and his Samskrita Ranga are rendering yeoman 
service, like the Brahmana Sabha of Bombay, to the Sanskrit stage. 
The reviewer joins him wholeheartedly in expressing the final bene- 
diction : : 


आवात्स्यायनतन्त्रमा श्रुतिशिरः सर्वकर्षां खाहितीं 
ब्रिश्राणा$मरभारती नवनवोन्मेषेः स घुज्जम्मताम्‌ || 
G. B. Palsule 


V The Adyar Library Bulletin, Vol. 37, 1973, pp 231-3 


The Sanskrit play ‘Anarkali’ technically called a Prakarana is 
unique in almost every respect. The main characters are Muslims. 
Sages of all well-known faiths reveal the essence of their philo- 
sophies and the author tlends them to the oneness of truth by 
pointing out the underlying similarity in them by citations from 
the Rgreda and other scriptures that * Truth is one, sages call it 
by various names”. There is a wealth of characters, numbering 
nearly two score, who are drawn from life. Striking and funny 
are the word-battle between the various sects such as the Shiahs 
and Sunnis. As tragedy in Sanskrit is prohibited so as to enable 
the audience to leave the theatre with a happy frame of mind, 
usually after witnessing the marriage of the hero and heroine in 
the final scene, the author has rightly changed the denouement 
converting a historical tregedy into a comedy. 

Telling are some of the smooth flowing verses which inte- 
grationists would welcome. Pithy saying go straight to the heart 
and they are in abundance. Some expressions give a new look as 
hey are an improvement on -old concepts such as carasahasrakgo hi 
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raja Spicy quotations from the Upanisad-s, the Ramayana, the Gita 
and the works of Kalidasa are interlinked with his own lines so as to 
reinforce some great truth or other. Sly humcur is not wanting. The 
flowing beard of the Muslim is the chief weapon to frighten the mild 
Hindu. The fight between’ the emotional Shiah and Sunni is not 
kesakesi but mithah Smasrugrahapayuddham, 


The author exhibits dramatic talents of a high order, demon- 
strating at the same time in an interesting way the integrating 
potentiality of the Sanskrit language. The various Rasa-s are 
appropriately developed, the Adbhuta-rasa finding its due place in 
Viravara’s resurrection! Some of the dialogues in the prologue 
and elsewhere expounding the tenets of different religions are 


somewhat lengthy ; they are evidently added on the principle 
enunciated by Bhamaha and Mammata that a literary work should 


be instructive as well as entertaining. No doubt a stage-version 
is used for representation as otherwise these long passages will 
only be appreciated as a sastrakavya. The play whose gripping 
interest is only exceeded by its didactic contents deserves all the 
encomium which discerning critics have bestowed upon it. 

A. A. Ramanathan 


VI The Prabuddha Bharata LXX, Viii, Oct. 1973, pp. 436-7 : 


Anarkali is a new experiment in Sanskrit dramaturgy by a great 
Sanskrit scholar, Dr. V. Raghavan. It is a break with the traditional 
concept that a particular character or language has an inseparable 
relationship with a particular religion or race.. It is a drama the 
subject whereof is the story of Akbar the Great, his son Saleem, and 
Anarkali, the former's foster-daughter and the latter's beloved. The 
story of Anarkali is very well known in India. Students of Indian 
history, particularly of the mediaeval period, know very well what a 
wonderful contribution towards national unity and communal 
harmony was made by these two Moghul emperors, Saleem later 
became the Emperor Jehangir. 17 this drama the classical language 
ofthe scriptures has beautifully acted as the medium for these 
Muslim characters, thereby highlighting the resilience it possesses. 
The facts are based on the author's deep study of authentic 
sources of history. The drama as a whole will shake even the most 
biased and orthodox out of their tradition-bound thinking. A modest 
attempt at such a departure was first made by Pandita Kshama Rao, 
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who made Muslim characters, mostly imaginary ones, the subject of 
her short stories in Sanskrit. The drama under review is by far the 
biggest step forward in this direction. It will go a long way in 
fostering the social emotional integration which our nation needs 
today as never before. Herein lies the further significance of this 
work as also the substantial contribution of its author. 


Sri Dharmendra Dev 


VII Reviews in Zngligh appeared as in the Deccan Herald, Bangalore; 
Sep. 9th 1973; Bulletin of the Ramakrishna Mission Institute of 
Culture, Calcutta, XXVII. 4, April 1976 ; in Sanskrit in Divyajyotis 
Simla, Oct. Nov., 1973 ; and in Tamil in the Dinamani, Madras, 


18-8-1974. - 
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